Central Washington University

ScholarWorks@CWU
Master of Theater Production Graduate
Projects

Graduate Student Projects

7-2005

Direction of the Play: Master Harold and the Boys
Linda Moon Thorn

Follow this and additional works at: https://digitalcommons.cwu.edu/theaterproj
Part of the Theatre and Performance Studies Commons

DIRECTION OF THE PLAY :

MASTER HAROLD AND THE BOYS

A Project Report
Presented to
the Graduate Faculty
Central Washington University

In Partial Fulfillment
of the Requirements for the Degree
Master of Arts
Theatre Production

by
Linda Moon Thom
July 2005

CENTRAL WASHINGTON UNIVERSITY
Graduate Studies

We hereby approve the project report of

Linda Moon Thom

Candidate for the degree of Master of Arts

Theatre Production

APPROVED FOR THE GRADUATE FACULTY

!p);
Date

I I

rofessor Scott Robinson, Committee Chair

I fl?5
I

Date

Professor Brenda J. Hubbard

Professor Christina Barrigan

ii

Please note: Signatures were redacted from this page due to security concerns.

ABSTRACT
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Linda Moon Thorn
June 2005

This project entailed the selection, background research and documentation,
casting, direction, vocal coaching, and post production analysis of People Productions'

Master Harold and the Boys. Documentation includes research and analysis of the play
and an evaluation of the play as a production vehicle for People Productions Community
Theatre.

iii

TABLE OF CONTENTS
TITLE PAGE .. .. .. ... .... .... .. .. .... .. ....... .. ...... ...... .. .. ........ ... .. ....... .......... .. .... ....... .... ..... ... .i
APPROVAL PAGE...... .. .. ... ..... ............. ... ........ ...... .......... ........................... .. ... .. .. .. .ii
ABSTRACT .. ... ... ....... ........... .. .... ......... .. .. .......... .. ... ...... ... .. .... ..... .... .. .. .. ................. .iii
TABLE OF CONTENTS ..... .. .. ............ ........ ........... ...... .... ... .. .. ..... ..... .... .. ...... .... .iv-v
SECTION ONE: PRELIMINARY INFORMATION...... ... ............... .. .. .. .. .. ..... .. 1
Copy of Committee and Option Approval Form... ............. .. ............ ..... ... ..1
Copy of Playscript Approval Form........ ..... ....... ........ .... .......... ..... ...... ... .... 2
Project Parameters and Schedule......................................... .... .. ..... ..............7
Permission of Hiring Authority at the Producing Venue ................. .......... 10
Evaluation of the Play as a Production Vehicle ....... .. ... .... .... .............. ........ 11
Concept Statement. .............................................. .... .. ............. .......... .. .. .. ... 13
Detailed Rehearsal and Performance Schedule................. ........ .. ....... ......... 19
SECTION TWO: PRE-PRODUCTION ANALYSIS .............................. .. .. ....... .22
Given Circumstances ................... ... .......... ........... ..... ......... ......... .. ...... ...... ..22
Previous Action ............ ... ............... ........ ..... ................. .. ........ ..... .. .............26
Significance of the Facts ............. .......................... .. .... .......... .. ......... .... ... ... .27
Analysis of the Dialogue ........... ....... .. .... ......... ... .. ...... .......... ........... .......... .27
Analysis of Dramatic Action...... .... .. ...................... ........................... ........ 33
Character Analysis ........ ............... .. .. ... ....... .............. .... ... .... ... .... ......... .. ... .. .65
Ideas of the Play ........ .... .. ... .. .. ... ... ....... ... .... .... ... ... ........ .. .... .... ........... ... .. .... 70
Moods ... ..... ..... .... .... .. .. .................... ................... .................. ...... .. ......... ..... 81
Tempos ................ .... ... ..... .. ........... ...... .... ... ......... .. .. ............ ....... ... .............. 81
Tone .... ........ ......... ........... .. .... ............ ..... ................. ... .. ..... ... .... ....... ........... 82
Past Productions.. .... .. .. ... .... .... .... ... .......... ... ...... .. ... ............. .............. .. .... ... 82
Author's Biography ...... .. ... .. .. .... ............... .... ... .. .. ...... .... .. .. ..... .. .... ..... ... ... ..84
Learning Goals .................... ... .... ... .... ....... .. ....................... ... ............... ........ 89
SECTION THREE: POST PRODUCTION MATERIALS .... ...... ......... .... ......... 91
Production Joumal. ............................................ ....... .. .. ...... .... ......... ..........91
Written Evaluations of the Project Committee.. ..... .. ........ ...... ....... .. ........ 128
Self-evaluation................................................... ...... ............ .... ................. 130

iv

TABLE OF CONTENTS (continued)
SECTION FOUR: WORKS CITED .......... .... .... .... .. ..................... ....... ... ........... 136
SECTION 5: APPENDICES ... ....................... ............ ... ......... ...... ... ... .. .. .. .......... 139

Master Harold Advertising Posters
Master Harold Program
Selected Pictures of the Scenes from Master Harold

V

and the Boys

(Submit in Quadruplicate)

GRADUATE COMMITTEE
AND OPTION APPROVAL FORM

Thom I

CENTRAL WASHINGTON UNIVERSITY
Note:

This form is to be completed as soon as the student has formed a committee and selected an
option from the list below. The form should be submitted in quadruplicate to the Office of Graduate
Studies in Barge 305.

Name:

Linda B. Thorn

Birth Date
Date: 07/06/04

Check option:

D

Indicate credits to be received for the thesis or option:

Written Exam*
NonThesis Project
Creative Project
Studio Project
Portfolio Review
Thesis

D
~

D
D
D

TH 700
Course No.

Master's Thesis Project Study
Title

6
Credits

Course No.

Title·

Credits

Style Manual for Thesis/Project

·students taking written exam option may omit items 1-5 below.
Proposed
Title:

1.

2. Purpose of
Study:

3. Scope of
Study:

4. Procedure
to be used:

Direction of the Production Master Harold and the Boys
The direction of the production Master Harold and the Boys serves as the culminating
fil$_Qerience in theatre graduate studies.
Documentation based UQOn the 12regaration of 12re-12roduction research, 12ost 12roduction
evaluation, the direction of the 12roduction (including casting and rehearsal of actors, the
Qre12aratlon of the Director·~ Production Bool<, and oral exam) shall benefit both the
actors and the community.
Three Qhases of study shall be included: 1. Pre-Qroduction research and thesis
documentation: MLA style 2. Rehearsal and direction of the production 3. Postproduction evaluation and documentation.

5. Does the procedure involve collection of data obtained from

D
Use of Animals? ... ... .. ..... ......... ...................................... ..................... .... .. Yes** D
Human Subjects (including use of surveys)? ................. .......... ................. Yes**

No

i2?J

No~

** If yes, your procedures must be approved in writing by the Human Subjects Committee or the Animal
Care and Use ComrT}Jttee before you initiate your research.
-;.. ·:'..

. ~- ;

-··

,,· {~~~-; ..., .', . .· ,.:
__··_>_
:· ..._ _ _ _
_ _ _ _· ·_'.-~ ·...,.:_
· --

;/

Committee Chair (typed or prin~ed)
?
1
,~
1••
• 91

. .,.

I ~

.

• •.-;.CL .

:

-~

1·

I '··

i/'·

1.

I 'l '

\

,,.

t· ,

Committee Chair (sJgnature)

·'

.

t. , .·

"/

Date

t

I •• :

Committee Member {typed or printed)

Committee Member (signature)

Date
. ;;.... :

Committee
.lVlember·'(typed or printed}
I , I
l

.

>

I/ .

Committee Member (signature)

/ ....!

Date

_ .....

Appi:oved by:

.
..-: ;'

·, I

•

J, ..·•, •,

Approved by:

•. -

., I .... 1\..... .. -~";

Dept Chair/ De_ffej gnee:.(§.!gnaturre) Date
,

.

Associate VP of Graduate Studies

Date

tudents will be requifed to submit two copies of all motion picture film, film strips, sound film strips, slides,
tapes, cassettes, pictures, etc. produced as part of the thesis. These are to be submitted at the time the
•

,, ,

• ••

t

.

• •

•

•

-

.

..

MASTER'S THESIS PROJECT

Thom 2

PLAYSCRIPT APPROVAL FORM
(PLEASE MAKE SURE THAT YOU HAVE READ THE PLAY SELECTION CRITERIA SECTION IN YOUR GRADUATE HANDBOOK)

SCRIPT TITLE Master Harold and the Boys
PLA YWRIGHT(S) [If musical, list lyricist/composer]_A_th_o_l_F_u_.g"-a_r_d_ _ __ _ _ _ _ _ __ __
NUMBER OF ACTS

,_l_ _APPROXIMATE TOTAL PLAYING TME

1

HOURS~MIN.

CAST (fill in with the appropriate numbers)
MEN_3_ _ _WOMEN

_o__ CHILDREN_ __o__OVER 40_ _ _1_ _

ROLES REQUIRING PEOPLE OF COLOR~ _
2 _ _ _ ROLES COULD DOUBLE._ _O_ __
TOTAL NUMBER OF CAST_ _3_ __
OTHER CASTING CONCERNS: The cast requires a South African accent.

ARTISTIC STAFF (check those needed for this play or production idea)
MUSICAL DIRECTOR
DANCE CHOREOGRAPHER
FIGHT CHOREOGRAPHER
DIALECT COACH X
ORCHESTRA/BAND (specify what size)_ _ _ __
Will you be fulfilling any of the above? No If so, which?

X
SPECIALTY HIRE_ _ _(specify what kind)

Will a guest artist be fulfilling any of the above?
If so, which?
Dance choreographer and dialect coach

SCENERY /PROPS

(check those needed for this play or your concept of the play)

UNIT SET? YES @ (CIRCLE ONEl NUMBER OF SETTINGS
1
HISTORICALPERIODearly 1950's
GEOGRAPHICAL LOCATIONPort Elizabeth, South Africa
BRIEF DESCRIPTION OF SET CONCERNS OR SPECIAL REQUIREMENTS:
This is a rainy day, so there are different light requirements inside and outside, as
well as the illusion of rain.
1

APPROXIMATE NUMBER OF PROPS 40
PERIOD 1950 S
DIFFICULT OR UNUSUAL PROPS? @ NO (CIRCLE ONE) DESCRIBE:
South African teahouse decor, a 1950's jukebox, and a soda fountain
WEAPONS OR FIREARMS? HOW MANY_ _ _ _ _ DESCRIBE:

COSTUMES (CHECK THOSE NEEDED FOR THIS PLAY OR YOUR CONCEPT OF THE PLAY)
APPROX IMA TE NUM BER OF, COSTUMES PER CHARACTER.__l_ __
HISTORICAL PERIOD 1950 s
SEASONrain
y - --~
SPECIAL REQUIREMENTS:
OVER
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JUSTIFICATION FOR CHOICE OF SCRJPT
HAVE YOU SEEN THIS SCRIPT PRODUCED? YES NO (CIRCLE ONE)
I saw the video production.
HAVE YOU DONE THIS PLAY BEFORE?
No.
WHY SHOULD YOUR ORGANIZATION PRODUCE THIS SCRIPT?
Each year People Productions, a community theatre group in Salt Lake City,
Utah, produces a play about the black experience. So far, we have produced scripts only
by African American playwrights. Athol Fugard's Master Harold

and the Boys adds a

new dimension to the scope of our literature, because this play is set in South Africa and
written by a white man. While the play clearly demonstrates that racial oppression and
prejudice are not uniquely American experiences, it also shows that whites as well as
blacks can comprehend the black experience. Master Harold and

the Boys poignantly

draws parallels between the experience of the oppressed and the oppressor--both held by
society's rigid role expectation trap. Man's inhumanity to man is beautifully expressed
by many black writers because of their lifetime firsthand experience, but the themes and
experiences which black literature often captures are also part of a universal experience.
Fugard's understanding of the black experience in Master Harold

and the Boys will be a

powerful and important addition to People Productions' body of work.
WHAT ARE THE DRAWBACKS (IF ANY) TO DOING THIS PRODUCTION AT
YOUR SCHOOL?
This production will be done at the University of Utah instead of my middle
school precisely because of the drawbacks it would pose there. Since offensive language
and exposed skin are not a problem with university audiences, the biggest drawback of
this play may be the two distinct South African dialects. It may be difficult to get a
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believable and consistent black dialect from the actors playing Sam and Willie and a
completely different dialect from the actor playing the white Hally. Finding the right
source material and then devoting the time to learning the dialect will be a challenge for the
actors and the director. In addition, the play is quite static and demands much listening
from the audience. as much of the play involves an intellectual discussion between Hally
and Sam. Helping the actors find the dramatic action that will keep the audience with us
will probably be very challenging.
SUBMITTED BY:

- - -- - - -- - -- - -

DATE SUBMITTED:

- - - - - - -- -
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Script Synopsis

Master Harold and the Boys
The play begins with Sam and Willie, two African men who work in a Port
Elizabeth teahouse, discussing the upcoming dance competition. Willie confides with Sam
his predicament--he is without a partner. Because he's beaten Hilda for not dancing
quickly enough, she has avoided dance practice for four days. Sam cautions Willie that
cooperation works better than intimidation on the dance floor. Then he demonstrates the
principle of "romance."
The owner's son, 17 year old Hally, returns from his school day at the Port
Elizabeth Technical College. He is unhappy about the rain but happy to have the day
alone with his friends, Willie and Sam. Hally has shared his books with Sam through the
years, and they have studied Hally's lessons together. While reminiscing about Hally's
unhappy childhood and the reprieve he found in his friendship with Sam and Willie, they
talk about the time Sam made a kite for Hally, which they sailed it together in the park.
Sam and Hally discuss his schoolwork, including the definitions of greatness and art, as
well as Hally's school assignment--a composition about a cultural event. Rebelliously,
Hally decides to shock his white teacher with a composition about the black dance
competition which, he suggests, might loosely be defined as a "cultural event." When
Hally asks about the dance, Sam tells him the dance represents a world without collisions,
a perfect world where people get along and don't bump into each other. When the phone
rings, Hally's private, happy time with the "boys" comes to an end. Over Hally's
objections, his mother is bringing his alcoholic, crippled father home from the hospital.
When Hally gets off the phone, he rips up his composition. Hally's mood turns ugly as
he derides his father. Sam intervenes, warning Hally to stop his disrespectful words
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about his father before it is too late. Hally suddenly lashes out at Sam and Willie, orders
them around, demanding that Sam treat him with respect and address him as "Master
Harold." Then he tells his father's racially degrading joke about the "fairness" of a black
man's "arse." Sam, disgusted, shows Hally his ass, and Hally retaliates by spitting in
Sam's face. Sam's first impulse is to beat Hally and to call Hally "Master Harold" now
and forevermore. Sam backs down only after Willie intervenes to defend the "little white
boy." Then Sam admits why he made Hally's kite--to cheer him after Sam helped Hally
retrieve his drunken father from a barroom floor. However, Sam could not stay in the
park to help Hally fly the kite, because Hally had chosen to sit on a "Whites Only"
bench. Sam offers Hally a redemptive choice--to stay on that racist bench or to walk
away. Hally leaves the restaurant without making a choice.
Willie tries to cheer Sam by playing Sarah Vaughan on the jukebox and promising
to treat Hilda differently so she will come back to dance. The play ends with Sam and
Willie dancing together, reaffirming their hope for the the dance and a world without
collisions.
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Parameters of the Producing Organization
People Productions, a volunteer community theatre production company, was established
in California in the 1970's and was then moved to Utah in 2000 by its founder, Edward Lewis.
The mission of People Productions has been to provide acting opportunities for African
American actors and a venue for the production of plays with issues and themes pertinent to the
black community. Thus far, People Productions has produced plays by African American
writers only. However, Master Harold and

the BQYs, a play set in apartheid South Africa,

addresses some of the same issues and provides the same acting opportunities for black actors.

All productions since 2000 have been directed by Dr. Richard Scharine, Interim Chair of the
University of Utah's Theatre Department. For the past three years, I have volunteered as
Assistant Director, Stage Manager, Costume Designer, and Lighting and Sound Technician for
People Productions. I inquired about the possibility of directing my thesis production through
their organization. They read the script and approved the project in the winter of 2003.
People Productions has no annual budget and no official venue. In the past we have
performed in restaurants, bars, and small private theatres. Finding a venue for our productions is
always the largest obstacle. In the past, the director has covered the up front production costs.
After splitting the box office receipts with the production venue, the director has reimbursed
himself for the production costs. On the few occasions when there has been a profit, the director
has divided the remaining revenue among the cast and crew. The upfront costs ofMasterHarold

and the Boys will again be covered by the director and reimbursed from box office receipts.

Any

shortfalls will be absorbed by me.
Because of the relationship of People Productions with the University of Utah's Theatre
Department, their lighting, costumes, props and construction materials have been available to us
free of charge. In addition, University of Utah and Westminster College students often fulfill
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their theatre credit requirements through independent studies with People Productions. Many of
our actors and technicians come from their undergraduate theatre programs. People Productions
fills an important niche in a community which has a small minority population, few minority
play productions and and fewer opportunities for African American actors and audiences.
People Productions has no staffing or auditioning limitations. Auditions are open to
anyone in the community and are cast according to the script requirements. Dr. Richard Scharine
and Edward Lewis will serve as script and production consultants.

Thom9
Project Schedule

Committee Deadlines
Description

~

Section 1: Preliminary Information

September 1, 2004

Section 2: Pre production Analysis

December 14, 2004

Section 3: Post production Materials

June 1, 2005

Request for Final Folder Check

June 10, 2005

Register for TH 700

June 15, 2005

Brief Submitted to Graduate Office

June 15, 2005

Final Project Documentation to Thesis Committee

June 15, 2005

Oral Examination

July 7, 2005

Production Meetinc Schedule
Initial Set Design Discussion with Set Designer

August 2004

Producing Organization /Venue Meeting

September 2004

Production Concept Team Meeting

November 2004

Final Design Meeting

December 2004

Audition. Rehearsal and Perfonnance Schedule
Auditions

January 11-12

Rehearsals

January 17-March 3

Technical and Dress Rehearsals

March 7-9

Performances

March 10-12; 17-19

TH, u

UNIVERSITY
OF

UTAH
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Department of Theatre
240 South 1500 East, Room 206 Salt Lake City, Utah 84112-0170 (801) 581-6448 FAX (801) 585-6154

August20,2004
Scott Robinson, Thesis Chair
Department of Theatre
Central Washington University
400 East 8th Avenue
Ellensburg, WA 98926
Dear Professor Robinson:
People Productions, a Salt Lake City non-profit community theatre associated with the
University of Utah Theatre Department has engaged Linda Thorn to produce "Master
Harold" . . . and the boys, a play by Athol Fugard, in the winter of 2005. Auditions will be
held in January and rehearsals will run through February and March. Production is scheduled
for two weekends in March.
Sincerely yours,

Richard G. Scharine, Ph.D.
Interim Chair
Department of Theatre
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Evaluation of the Play as a Production Vehicle at the University of Utah's Lab Theatre
Master HaroJd

and the Boys has few limitations.

First, the action takes place in

one locale on a single afternoon in a teahouse in Port Elizabeth, South Africa. The play
also has a small three-man cast and is written with no intermission and no logical break in
the action in which to place an intermission. Two actors are on stage when the play
begins, and another enters through an exterior door and exits that door at the end of the
play. Since this is not a middle or high school production, the all male cast is not a
liability. Also, because this is a community production, there is no need to alter or edit
the language to accommodate the audience's youth or vulnerability. In the past the
audiences that have attended People Productions' plays are small, adult ethnically mixed
audiences, University of Utah students and staff, and friends and family members of the
cast and crew.
The scheduled venue is a small but very adequate Lab Theatre at the University of
Utah. Seating is limited to no more than 50 and can be set up in proscenium, arena or
thrust configurations, as the space is all one level and the seating consists of individual
chairs. The theatre size provides a very intimate setting for this very personal play.
Because this space doubles as a classroom during the day, however, the set pieces must
be removed each night after the show to make room for class the next day. Therefore, the
realistic box set originally planned is no longer possible. Symbolic set pieces will imply
doors, walls and windows and some of the action will be mimed. The set props will
include a period juke box, a coffee shop counter, and cafe style tables and chairs. The
entire room is 20 feet by 30 feet, including the audience seating. The play's action
includes ballroom dancing, so the small stage will limit the number of tables and chairs in
the teahouse.
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Costs for the show will be minimal as the University of Utah's Production
Manager, Barbara Sturgis, has offered this theatre space at no charge to People
Productions. In the past the box office receipts have covered the royalties, costumes and
publicity. In addition, because of People Productions' affiliation with the University of
Utah, props, costumes and lighting are free of charge. The cast and crew are all
community volunteers or university students.
The lighting in the Lab Theatre is limited to a few instruments, but this script
requires a simple lighting plan. The entire play takes place indoors on a rainy afternoon,
so no extraordinary lighting effects are necessary other than the implication of rain and
subtle lightning. Otherwise, the play requires a basic full daytime stage wash with few
practicals or specials.
Although Master Harold and

the Boys ideally lends itself to a realistic box set, the

power of Fugard' s words, the conflict, and the relationships are the most critical
directorial elements to win audience identification and suspension of disbelief. Therefore,
design simplicity is required by the venue and has, therefore, become the production
team's goal.
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Concept Statement
The play Master Harold

and the Boys is a metaphor for the central question

that faced apartheid South Africa. While autobiographical in nature and very personal in
its impact on the audience, the play's central question is the role subjugation and
dominance play on our sense of pride and self respect. From apartheid's inception in
1948, the National Party's Colour Policy spoke of neither the dominance of the white
race nor subjugation of the non white races, but of the "maintenance and protection of
both the European and non European populations" (Halsall 1). While obviously thinly
disguised master race propaganda, the framers of the Colour Policy probably did not view
themselves as evil doers bent on keeping the kaffirs down, but as framers of a workable
social contract. Just as governments forge a social contract with their populace,
individuals create contracts for behavior as well. Every day humans are faced with the
same dilemma of how to behave with one another in terms of dominance and submission,
cooperation versus conflict, individual gain versus mutual support. South African blacks
were faced with this question which Athol Fugard explores in Master Harold

and the

B,Qn. From the opening scene Willie and Sam talk about Willie's need to control Hilda to
get the result he wants on the dance floor--a winning team. Instead of respecting her as an
equal partner, Willie has chosen beating her into submission and cooperation; thus, the
opening lesson of the play is that brutality doesn' t work. As Willie dances with his
imaginary partner, Sam comments: "What I saw was you holding her like you were
frightened she was going to run away" (Fugard, Master Harold

and the Boys 8). A social

contract based on fear and domination is neither smooth nor effective. Both partners are
miserable, and Willie's fear based domination backfires, because Hilda does not come back
to continue the dance. The alternative to working cooperatively with a partner on the
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dance floor is to dance with an inanimate object, a pillow, and Sam kiddingly says:
"How's your pillow with the quickstep?" (10). Sam tries to teach Willie to relax and
dance with pride and ease. When one partner behaves dishonorably, out of fear, the
performance suffers. These same fear based power tactics are South Africa's modus
operandi--using force and brutality to maintain its policy of apartheid. White South
Africans did not reach their goal of a workable social contract and increasingly hung their
heads in shame in the face an outraged world.
This central question manifests itself in Hally's body throughout the play.
Hally's relationships with Sam and Willie are based on mutual enjoyment of each other's
company, camaraderie, and espirit de corps--the empathic sharing of information, ideas,
and memories. This is a long, caring relationship, one untainted by the ruling theory that
might makes right or respect comes from brutality and intimidation. Sam and Willie are
"chaps" ( 11) with whom Hally conspiratorially plots quiet conversation, uninterrupted
by the outside world. Hally and Sam share examples of the futility of corporal
punishment to gain respect. Hally's teacher, old fart-face Prentice, who gives Hally "six
on the bum" for "bad art" is remembered with derision. Sam commiserates by describing
the magistrate's ironic sentence of "strokes with a light cane" including "one policeman
[pulling] down your pants, holding your ankles and the other policeman [pulling] your
shirt over your head and holding your arms and [talking] to you gently for a long time
between each stroke" (17-18). Instead of bullies and tyrants, all of the great "men of
magnitude" (21) on whom Sam and Hally agree are social reformers and scientists who
have benefitted all mankind---Abraham Lincoln, Leo Tolstoy, and Alexander Fleming.
Our behavior toward our fellow humans is an ultimate source of pride or shame and
becomes our lasting legacy.
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For Hally's childhood, Sam has lived the principles of love and respect to inspire
Hally to do better, to feel pride, to raise his eyes up and see possibilities and hope. Their
first reminiscence is of a map Hally had created: "It was your first one and you were
very proud of yourself' (26). The highlight of Hally's childhood, however, is when Sam
builds a humble kite, the rudimentary cross, with brown paper and old stockings, and
Hally's temporary humiliation and self consciousness are swept away by the "miracle" of
flight and freedom. "It works, Sam. We've done it! ... And we had! I was so proud of
us!" (33). Through cooperation, love and caring, a new sense of pride is awakened. Hally
had a "stiff neck the next day from looking up so much" (34). Sam goes on to involve
Hally in the dream of the dance, "about a world in which accidents don't happen" (50).
He compares the dance to Mahatma Ghandi, "going without food to stop those riots in
India" (51). Hally agrees: "He certainly was trying to teach people to get the steps right"
( 51 ). The social dance involves cooperation, mutual goals, respect, pride of
accomplishment, and honorable means. Hally intellectually understands that what is
needed is a "dancing school for politicians" ( 51) or "ballroom dancing as a political
vision" (52). Unlike the National Party's shame filled policy of coercion and oppression,
Sam suggests and Hally labels it "a world without collisions" (51 ).
The central concept, then, is the metaphor of feeling pride from behaving
honorably and shame from behaving dishonorably. The idea of"looking up and looking
down" (Durbach 505) is the physical manifestation of this concept. The show begins
with Willie very tense on the dance floor. While he dances, Sam reminds him to relax
because this does not show pride and accomplishment. But Willie is plagued with shame
and regret at his use of violence to achieve his goal of winning the dance competition.
Hally comes into the teahouse bedraggled from the rain, beaten down at school by his
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teachers and his peers, looking for solace and camaraderie. While he is alone in the
teahouse with supportive friends who bolster his confidence, he is self confident and
hopeful--chin up. He remembers the moments oftriumph--his first map, his days
winning at chess, the kite. His face glows as he looks up at the memory of the kite. Then
the outside world intervenes reminding Hally of the degradation he suffers from his
father's multiple handicaps: illness, alcoholism, ingrained racism, and ignorance. Hally's
shame is once again reflected by hanging his head, ripping his composition, resigning
himself to defeat, despair and a "chamber pot ... full to the brim with piss" (56). Then
shame turns to rage, and he uses the only tool he has, his fair skin, to intimidate and
dominate Willie and Sam. He demands Sam's obligatory respect by calling Hally "Master
Harold." "Think of it as a little lesson in respect, Sam, that's long overdue ... " (59). He
uses his words to wound and humiliate Sam and Willie. His final act, spitting in Sam's
face, brings the ultimate shame to Hally. Sam considers beating Hally, but Willie
intervenes, reminding Sam that physical violence solves nothing and crying is a more
appropriate response for their humiliation at the hands of the "little white boy" (62)
whom they love. Hally leaves the restaurant in despair, unable to look Sam in the eye,
looking down at the floor, unable to commit to reconciliation, full of shame and remorse
for acting as the outside world has taught him, breaking the social dance and the dream of
a world without collisions.
The play ends with Willie promising not to use violence again with his dance
partner. He and Sam dance, heads held high, pride hurt but intact, knowing that they have
survived the social dance without shaming themselves with brutality.
Although Hally's evasive response to Sam's offered reconciliation at the end of

Master Harold and the Boys may be interpreted many ways, the concept of looking
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down will reinforce Hally's shame at his own behavior. This, combined with Willie's
proud demeanor when he commits to the dream, will convey hope rather than despair.
Sarah Vaughan's melancholy song at the end also offers reassurance and healing: "Little
man, you've had a busy day" (66). But sleep and understanding will make the wounds
heal for Sam and Hally.
Since the character of Hally is regarded as Athol Fugard's most autobiographical
(Jordan 461), it is easy to infer hope in the play's final moments. Fugard did not retreat
into racism, as Hally's ambiguous final scene might imply to some in the audience. The
tone of this play is deeply remorseful and apologetic. It is through remorse, however,
that there is also the possibility of redemption. Conveying this message is my goal.
Concept Set Design
The set will have an interior/exterior feel. The inside will be the slightly worn and
shabby decor of a struggling teahouse in Port Elizabeth, South Africa, "a little windswept
industrial town of on the eastern seaboard" (Fugard, "Some Problems" 3 81 ). Inside will
have warm colors and familiar objects-- some period advertising posters, soda fountain
paraphernalia, a jukebox and a warm, homey feeling, to create the feel of this teahouse as a
port in the political and social storm. Outside is gray and rainy, not a suitable
environment to literally or metaphorically "fly a kite." Politically, there is no hope of
light on the horizon for black Africans. Apartheid is in its infancy, and more restrictive
laws, like the Population Registration Act, the Bantu Authorities Act and the Public
Safety Act (History 1-2) all written to further disenfranchise the native populace and
deny them the right of protest, are on the horizon. The only hope in this environment is
personal, between people in small intimate environments where black and white are
allowed to mix, albeit in master/servant roles. Therefore, the unit set will have a homey,
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open feel: large windows, open floor space, period table and chairs, a counter with cakes
and doughnuts, a soda fountain, and soft pastel walls.
The play begins with Sam and Willie inside, old friends who share mutual
backgrounds and experiences, talking about the upcoming dance competition. The light
will be centralized in their area, with light expanding with Hally's entrance. Practical
lighting may be used at the entrance and on the walls.
Lighting will be realistic. The rain will be steady and undramatic. Occasional
subtle, random lightning will not underscore the dramatic action. The power of this play
is not in dramatic lighting or competing set design, but in its words, relationships and
thought. Some specials may be used in back of the counter and over the table where
Hally sits to do his homework. Otherwise, the set will be lit by an even wash. Because
Willie's silent listening and reactions are key to the audience's attention and identification,
subtle light will be used in critical moments to bring attention to his reaction--the silent
observer. It is, after all, Willie who changes his view of human interaction by promising
Sam he will give up violence and who offers hope for change and human redemption. In
the last scene, the lights will fade, and Sam and Willie's dance will be done under a special
and fade to silhouette. Because the concept is to emphasize that hope lies in individuals
capacity for love, forgiveness, and ultimate redemption, this last scene is critical.
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Detailed Rehearsal and Performance Schedule
~

Da

~

~

January 18-20
Read through

Tues.

1-18

6:30-9:00 p.m.

Script Analysis

Wed.

1-19

6:30-9:00 p.m.

Script Analysis

Thurs.

1-20

6:30-9:00 p.m.

Block 6-11

Mon.

1-24

6:30-9:00 p.m.

Block 11-18

Tues.

1-25

6:30-9:00 p.m.

Block 19-27

Wed.

1-26

6:30-9:00 p.m.

Review 6-27

Thurs.

1-27

6:30-9:00 p.m.

Block 27-35

Mon.

1-31

6:30-9:00 p.m.

Block 35-43

Tues.

2-1

6:30-9:00 p.m.

Block43-52

Wed.

2-2

6:30-9:00 p.m.

Review 27-52

Thurs.

2-3

6:30-9:00 p.m.

Review 5-52

Mon.

2-7

6:30-9:00 p.m.

Block 52-66

Tues.

2-8

6:30-9:00 p.m.

Review 52-66

Wed.

2-9

6:30-9:00 p.m.

Review 52-66

Thurs.

2-10

6:30-9:00 p.m.

Choreography

Fri.

2-11

6:30-9:00 p.m.

January 24-28

January 31-February 3

February 7-11
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February 14-17
Review6-27

Mon.

2-14

6:30-9:00 p.m.

6-27 with lines

Tues.

2-15

6:30-9:00 p.m.

Review 27-52

Wed.

2-16

6:30-9:00 p.m.

27-52 with lines

Thurs.

2-17

6:30-9:00 p.m.

Choreo w/scenes

Friday

2-18

6:30-9:00 p.m.

Review 52-66

Tues.

2-22

6:30-9:00 p.m.

52-66 with lines

Wed.

2-23

6:30-9:00 p.m.

6-66 with lines

Thurs.

2-24

6:30-9:00 p.m.

6-66 with choreo

Fri.

2-25

6:30-9:00 p.m.

Review6-66

Sat.

2-26

12:00-3:00 p.m.

Run through

Mon.

2-28

6:30-9:00 p.m.

Polish 6-35

Tues.

3-1

6:30-9:00 p.m.

Polish 35-66

Wed.

3-2

6:30-9:00 p.m.

Run with props

Thurs.

3-3

6:30-9:00 p.m.

Run new blocking

Fri.

3-4

6:30-9:00 p.m.

February 22-26

February 28-March 6

Set Construction

3-5

Sat.

Set Construction

12:00-6:00 p.m.

Sun.

3-6

12:00-6:00 p.m.

Technical Rehearsal

Mon.

3-7

6:30 p.m.

Dress Rehearsal

Tues.

3-8

6:30 p.m.

Dress Rehearsal

Wed.

3-9

6:30 p.m.

March 7-12
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Opening Night

Thurs.

3-10

6:30 p.m.

Performance

Fri.

3-11

6:30 p.m.

Performance

Sat.

3-12

6:30 p.m.

Performance

Thurs.

3-17

6:30 p.m.

Performance

Fri.

3-18

6:30 p.m.

Closing Night

Sat.

3-19

6:30 p.m.

Strike

Sun.

3-20

12:00-6:00

March 14-19
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I. Given Circumstances
A. Environmental Facts
1. Geographical Location: This play is set in St. George's Park, a white

district of Port Elizabeth, South Africa, a "little windswept industrial
town on the eastern seaboard of the country" (Fugard, "Some Problems"
381). The entire play takes place in a tea room which belongs to Harold's
parents. It is a nasty, rainy day, meaning few, if any, customers will be
about, affording private time between Harold and the "boys." If other
whites were around, Hally's easy interchange with the boys would have
been muted. Fugard sets the scene here so "the playing space becomes a
no man's land isolated from the 'whites only' park outside, Hally's home
and hospital where his father is ill, and the homes of Sam and Willie in Port
Elizabeth's black township, New Brighton" (Wertheim 138). The room
has a long serving counter, an entrance door for customers, and a door to
the kitchen. Blacks are allowed here only in positions of servitude. Only
one table graces the set--the white master's table. Sam and Willie stand.
2. Date: The play is set in 1950. The 17 year old main character,
modeled after the author ("Athol Fugard," The Bedford Introduction to
Drama 1465), was born in 1932. The opening scene takes place in the
early afternoon, just before Hally returns from school, and continues
through the late afternoon until the store's closing time. Apartheid has
been the law of the land for two years (Halsall 1). Two years before, the
Groups Area Act "remanded Willie and Sam to a separate black township
on the periphery of Port Elizabeth, a sizable bus ride from their jobs in the
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St. George's Tea Room in the middle of a 'whites only' downtown park"
(Wertheim 142). Hally's reminiscence of visiting Sam and Willie's room
out back of the Jubilee Boarding indicates the recent shift toward a more
punitive racial segregation or a strengthening of apartheid.
3. Economic Environment: Hally's mother runs a marginal business with
few customers and little profit. Earnings for today are three shillings, and
she counts the money before she leaves for the hospital to make sure none
of it disappears. Hally is tempted to raid the till for jukebox change, but
Hally has been reprimanded before for wasting money on music, so he
resists. Neither Sam nor Willie have any extra cash--only bus money to
get home to their own township. During the war, Hally's mother ran a
low budget boarding house which was frequented by sailors on leave, but
the market for cheap boarding or flop houses ended with the war, so she
moved on to the restaurant business. During Hally's youth, Sam and
Willie lived in a gray, cement floored building out back of the boarding
house, but since its close, they travel by bus home each night. Neither the
blacks nor the whites have any spare money. Hally's mother does her
best to single-handedly make a living. Hally's father is a cripple and an
alcoholic, thereby stressing the family's resources with drinking binges and
hospital stays. The tea room is sparsely decorated with product ads, but
has the lightness of whitewashed walls and plate glass windows, a refuge
from the weather and the racial animosity outside.
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4. Political Environment: The political environment of 1950's South
Africa is rife with racial and ideological tension. Apartheid, or institutional
racism, has been canonized into law with the 1948 political ascendancy of
the Afrikaners. The enormous wealth of South Africa is closely guarded
by whites, who constitute a 13% minority but own 87% of the land and
75% of the national income (The Histozy

of Apartheid in South Africa

~3). Meanwhile, the non white 86% majority is denied the right to
vote, to own businesses, to protest, or to move about the non black areas
of their native country without a passbook, equivalent to a passport ( 1).
Harsh tactics, including beatings, capital punishment, and barbaric prison
conditions, enforce apartheid (2). Blacks' physical and economic survival
depends on their acceptance of the vestigial colonial racist regime. The
political environment permeates all of the relationships in the play. Willie
and Sam are "Boets" or brothers, bonded by their color and their suffering;
the 17 year old boy, Hally, is a "master" while the adult Sam and Willie are
"the boys." Hally commands these two adults because he is white, a
culturally ingrained superior position. His youthful inexperience is negated
by his superior status as a white man and son of the boss.
5. Social Environment: While society says blacks and whites must be
separated in all ways, actual relationships between blacks and whites are
not always that cut and dried. Hally's father is an entrenched bigot, but
Hally has made friends with Willie and Sam. In fact, Hally enjoys their
intellectual and social company far more than his own family's. He
relishes the time he has with Sam, and he has chosen to spend much of his
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childhood in Sam's room out back. While Sam is deemed inferior because
of his color and his lack of formal education, he is Hally's confidant,
mentor, and teacher and a much better father figure than his own dad

(Bedford 1464). Sam challenges Hally's precepts by engaging him in
intellectual discourse. He reminds Hally of his humanity. He listens to
Hally and gently guides him. This real relationship is constantly
threatened by the accepted bigotry of the outside world. Hally knows
better than to accept racism, but he is still tempted to take part in the
ridicule of blacks. He is thus conflicted by social norms versus his
personal desires. An innocent little boy can make friends with a black
man, but white society dictates the division to be inviolable between two
grown men. While Sam calls Harold by his familiar name, he addresses
Hally's mother with "Madam," in spite of working for her for years. The
climax of the story occurs when Hally violates his bond with Sam by
demanding Sam call him "Master Harold," repeating his father's racist joke,
and spitting in Sam's face.
6. Religious environment: The theories of Darwin are challenging the
predominantly Christian South Africa ("South Africa" 5). Hally loudly
flaunts his atheism and derides Sam's suggestion that Jesus Christ was a
great man. Sam has strong beliefs, but he does not impose them on the
condescending Hally. Religious fundamentalism has swept South Africa,
and Hally, in adolescent philosophical rebellion, will have none of it. The
closest Hally gets to acknowledging any higher power is his discussion of
"Men of Magnitude." However, when Sam suggests Jesus Christ, Hally
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counters with Mohammed, but dismisses both by saying: "I don't like
Mohammed. I never have. I was merely being hypothetical. As far as I'm
concerned, the Koran is as bad as the Bible. No. Religion is out!" (Fugard
24-5).
II. Previous Action
Hally has spent much of his childhood in Sam and Willie's room.
Hally has preferred their company to his family's.
Sam has acted as a father figure to Hally.
Sam has helped Hally bring his drunken father home from the bar.
Sam has made a kite for Hally to cheer him up.
Hally has played with the kite, and it has given him hope.
Hally has shared his books and learning with Sam.
Sam has shared his wisdom and intellectual curiosity with Hally.
Hally has resented his father' s humiliations and weakness.
Hally has been a mediocre student in every subject except English.
Hally has been physically punished by his teachers.
Sam has been beaten by the police.
Hally's childhood has been an embarrassment, full of loneliness.
Hally's family formerly ran a seedy boarding house.
Hally sees his mother as easily manipulated by his father's verbal skill.
Hally resents his father's authority.
Sam has been the ballroom dance champion more than once.
Willie beats his girlfriend, Hilda.
Willie has not seen his Hilda for days.

I
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Willie doesn't know ifhe will be able to compete in the dance contest.
Sam and Willie take a bus to their township.
Sam and Willie are on very strict budgets.
The British empire prohibited slave trade before slaves were freed in America.
Hally barged into Sam's room while Sam was having sex with his girlfriend.
Joe Louis has won the world heavyweight title.
Sam and Hally are evenly matched at chess.
Sometimes they let Willie win.
When Hally sat on a "Whites Only" park bench, Sam had to leave.
Apartheid is a fact of life.
Hally's father tells racist jokes.
Hally's father publicly disgraces himself and humiliates the family.
Hally's father has many physical ailments and is in the hospital.
Hally's mother has gone to visit her husband in the hospital.
III. Significance of Pacts: Apartheid is a fact that none of the characters can rise above.
No matter how close Hally and Sam's relationship, the law, as well as societal
concurrence, dictates a hierarchy. Hally is master, and Sam is slave. Even their
love for one another can not bridge this reality.
IV. Analysis of Dialogue
A. Choice of Words: Fugard's word choices reflect the social divisions

delineating black from white, educated from uneducated. Hally's word choices are
elevated and precise, while Willie's are a kind of pigeon English. "I am relax"
(Fugard 7), he says without the adjective ending. When Sam and Willie are
speaking alone together, their words are monosyllabic and to the point. They
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V. Characters

A. Hally
1. Desire: Hally wants companionship and respect.
2. Will: Hally is ambivalent and oscillating.
3. Moral Stance: Hally has good instincts but is not firm in his resolve.
4. Decorum: Hally is light and agile, but little. He has quick movements
and a quick tongue, but he is defensive and bullying in his speech. His
clothes are disheveled, and he is careless in presenting himself well. He
wears the standard issue school uniform. He alternates between being
downcast and slumping and upright and hopeful.
5. Summary adjectives: innocent, kind, open minded, cynical, mean,
disappointed, entitled, scared, overbearing, insensitive, conflicted, thin
skinned, demanding, hurt, shameful, defensive, reactive, iconoclastic
6. What other characters say about him
a. Sam

1. "You hadn't done anything wrong but you went around
as if you owed the world an apology for being alive" (64).
2. "Ja, well, you've done it .. . M~terHarold. Yes, I'll
start calling you that from now on. It won't be difficult
anymore. You've hurt yourself, Master Harold. I saw it
coming. I warned you, but you wouldn't listen. You've
just hurt yourself bad. And you're a coward, Master
Harold" (62).
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3. "If you're not careful ... Master Harold ... you're
going to be sitting up there by yourself for a long time to
come, and there won't be any kite in the sky" (64).
b. Willie
1. "At your service, Master Harold" (12).
2. "Me? Spit at me like a dog? Ja. Then I want to hit
him. I want to hit him hard" (62).
7. What the character says about himself
a. "I oskillate [sic] between hope and despair for this world as
well, Sam" (18).
b. "Do you know what the winner's trophy is? A beautiful, big
chamber-pot with roses on the side and it's full to the brim with
piss. And guess who, I think, is going to be this year's winner?"

(56).
8. Polar Attitudes
a. Beginning: Only time with friends, Sam and Willie, mollifies
Hally's constant humiliations in life. People can be "bloody
awful," but social reform is on its way.
b. End: Life is illusion and humiliation without reprieve, and
things will never change. The principal of perpetual
disappointment reigns.
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B. Sam
1. Desire: Sam wants self-respect, peace and a life without conflict.
2. Will: Sam is strong and certain but gentle and understanding.
3. Moral Stance: Sam is a peacekeeper. His morals are practical and
non judgmental. He is humane and forgiving.
4. Decorum: Sam walks and moves with grace, fluidity and self
confidence. He has an upright posture and a neat personal appearance.
Sam speaks without vanity, but with calm certainty. While he is not
intimidated or cowed by whites, he is formal and respectful. With Hally
and Willie he is fatherly and gentle.
5. Summary Adjectives: kind, peaceful, gentle, neat, tidy, confident,
lusty, practical, wise, comfortable, forgiving, calm, easy-going, curious,
intelligent, insightful, drifting, smooth, graceful, accepting, accommodating
6. What other characters say about the character
a. Hally
1. "You've got a phenomenal memory" (27).
2. "No, Sam. Religion is out. ... I'm not going to waste
my time arguing with you about the existence of God" (25).
b. Willie

1. "How did you say it, Boet Sam? Let's dream" (66).
2. "You lead, I follow" (66).
7. What the character says about himself
a. "Hally ... I've got no right to tell you what being a man means
ifl don't behave like one myself, and I'm not doing so well at that
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this afternoon" (65).
b. "Little boy in short trousers walks in one afternoon and asks
me, seriously: 'Sam, do you want to see South Africa?' Hey man!
Sure I wanted to see South Africa!" (26).
8. Polar Attitudes
a. Beginning: Life is a dance that can have a consciously chosen
happy ending, if man lives by certain principles.
b. End: Happy endings don't always work, but are still possible.
C. Willie

1. Desire: Willie tries to force the world to do things the way he wants
them, but he has no real power or political finesse.
2. Will: Willie counterproductively uses brute strength and violence to
meet his ends. He has strong desires but is hotheaded and ineffectual.
3. Moral Stance: Willie is flexible and learning. So far he has chosen
violence to vent his frustrations, but he learns tolerance and practicality.
4. Decorum: Willie is relaxed and happy, unsophisticated but observant.
Willie is unaware of his body, but is working toward a smoother, more
fluent style. His clothes are messy and unpressed. He has practiced
manners and an ingratiating style.
5. Summary Adjectives: open, reactive, solicitous, frustrated, simple,
observant, listening, aspiring, likable, violent, unschooled, sensitive,
hopeful, discouraged, defensive, adolescent, growing, changing
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6. What other characters say about the character
a. Sam
1. "Beating her up every time you make a mistake in the
waltz? No, Willie!" (10).
2. "And why drag poor Willie into it. He's done nothing
to you except show you the respect you want so badly"
(61).

b. Hally

1. "What's the matter, Willie? Don't you catch the joke?
You always were a bit slow on the up-take" (60).
2. "There were occasions when we deliberately let you win
so you would stop sulking and go on playing with us. Sam
used to wink at me when you weren't looking to show me
it was time to let you win" (30).
7. What the character says about himself
a. "And when we practice I relax and romance with her from
beginning to end. Non-stop! You watch! Two weeks' time: First
Prize for Promising New-Comers: Mr. Willie Malopo and Miss
Hilda Samules" (66).
b. "Me? Spit at me like a dog? Ja. Then I want to hit him. I
want to hit him hard. But maybe all I do is go cry at the back"
(62).
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8. Polar Attitudes
a. Beginning: Life's frustrations can be ameliorated with violence.
b. End: Violence is not the answer; forgiveness is.
V. Ideas of the play
A. Meaning of the Title: This title was very consciously chosen by the author

and is full of ironic symbolism. "MASTER HAROLD" , , , and the boys is the
exact typography which calls attention to itself The white boy's name is
capitalized and in quotes, which implies an attempt to justify his superiority, but
it is defensive and overstated. Confidence and substance is replaced by ironic
typographic hyperbole. Just as the dominant white culture must use force instead
of logic to justify its repressive regime, the title bullies and blusters. The word
"boys" follows an ellipsis and is in lower case, as if the boys are a trailing
afterthought. However, the story shows the boys to be wise, powerful,
significant teachers to the young white "Master." In addition, the irony of the
boy, Harold, being the "master" and the men, Willie and Sam, being the "boys"
draws attention to linguistic institutional racism that accompanies any system in
which one group tries to justify subjugating the other.
B. Conflicts: The major conflicts of this play involve man versus society and
man versus himself. Hally's struggles are threefold. He does not know how to
resolve his ambivalence toward his father, who is an embarrassment and a burden,
yet whom he loves and to whom he feels a filial obligation. In addition, Hally
struggles with the societal taboos of white/black interaction which distort his
genuine love and respect for Sam and Willie. Most importantly, Hally must make
a choice to remain safely ensconced in the "whites only" society or to walk away

Thorn 71
and forge his own path to truth. All of the characters are profoundly affected by
apartheid. Sam has minimized the impact of victimization through competitive
dance, learning, human compassion, and preserving his dignity under the crush of
institutional racism. Willie also wants respect and dignity, but he has not found
the means to the end. He suspects that prizes on the dance floor will lead to
fulfillment, but his methods are slapdash. He wants instant success without the
perseverance to get there. His frustration turns to rage and violence when
perfection does not come easily. All three characters respond differently to
victimization. Hally has chosen superiority, pretend invulnerability, and cynicism
to mask his profound disappointment. Sam has developed a keen empathy for
other victims, such as Willie and Hally. Willie toadies up to the white overlord by
remaining a perpetual adolescent, then safely displaces his anger by victimizing
another victim. Behind all of the action is the author's conflict: the guilt he carried
from adolescence for spitting on his friend and mentor, Sam Semela. Fugard is
very certain of one thing--the oppressors ironically suffer under the very system
"they have called into being" (Wertheim 150). Sam confirms this when he says to
Hally, "You've hurt yourself bad" (Fugard 62). "For Fugard, racism may well be
more injurious to the perpetrators than the victims, for it is the perpetrators who
must bear the guilt" (Wertheim 150). In Fugard's own experience, this has been
true: "In Master Harold, the real victim, the real loser that day is Master Harold"
(150). In fact, when Fugard recalls the real incident around which the play is
written, spitting on Sam, he says, "Don't suppose I will ever deal with the shame
that overwhelmed me the second after I had done that" (Jordan 462). Apartheid is
the force driving all of the conflicts with which the characters must come to terms.
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C. Metaphors and Symbols: Master Harold

and the Boys is rife with

symbolism. The symbols also serve as metaphors.
1. The dance and the kite are two major metaphors in the play. The dance
is a metaphor for a utopia in which man gets along, cooperates, and creates
and sustains harmony. It is man at his most beautiful, living the hope of
what could be. Dance provides "not only an escape from the
imperfections and hurts of everyday life but gives physical form to
political idealism" (Wertheim 144). Ballroom dancing "is one populated
by couples who have mastered both dance technique and mutual respect,
and whose ballroom dancing style is, consequently, so integrated that it
embodies an ideal, a utopian vision of the way the world should be" (145).
The kite is a metaphor for that same beautiful hope. Sam builds the kite
out oflove for a sad little boy. He makes it from humble materials, but
once it reaches its intended potential, it is magnificent: '"It was the most
splendid thing I had ever seen. I wished there were hundreds of kids
around to watch us" (33). The kite is also a symbol of hope in the face of
incredible odds--hope for cooperation between the races and hope for
overcoming the obstacle of humble beginnings. The dance is a similar
metaphor, because it is a life dance in which we learn to finesse our way
through relationships and toward happiness. Happiness can not be found
in rancor or power struggles, but in mutual understanding and cooperation
like Sam's "world without collisions."
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2. Many symbols have to do with the apartheid regime. Sam gives Hally
the choice of staying on the bench with the "Whites Only" sign or turning
his back on racism. The set has a single chair set up for the white master
to rest, while Willie and Sam spend their time standing or on their knees.
Scholar John Jordan comments on the importance of this symbol: "One
table and chair (empty) is a symbol of whiteness; they are black. A white
master symbol--black servant relationship" (Jordan 463). Sam and Willie's
change into street clothes at the end of the play releases them from
servitude, and they resume the dance, physically symbolizing their
brotherhood and their "political and cultural solidarity" (468). Sam's
mooning Hally and Hally's spitting on Sam are symbols of the personal
destructiveness of racism. The rainy weather is symbolic of the outside
world, which prohibits Sam and Hally from reaffirming their love for each
other because, "You can't fly kites on rainy days" (34). The teahouse is
the port in the storm, where Hally can spend an afternoon with the
"chaps" without white customers invading their "nice, quiet afternoon"
(12) together. Also, the telephone brings the outside racist world in to
Hally and Sam's private friendship and creates rancor between them.
3. Many objects are symbols or reminders of guilt and humiliation induced
by Hally's father's alcoholism. The chamber pot with the pretty roses
painted on the side belies what's inside--his father's piss and phlegm. His
father's comic books remind Hally his father is not a man but an
incompetent child in both body and mind. His father's racist jokes bolster
his flagging self image by degrading another. The most haunting symbol is
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the one Sam describes: "A crowded Main Street with all the people
watching a little white boy following his drunken father on a nigger's back"
(68). This is the day Hally lost his sense of pride, and it is the day Sam
has vowed to help Hally overcome.
D. Themes

1. Apartheid is evil. In South Africa "silence is the norm" (Gray 61), so
men attempt to "live lives of dignity" (Jordan 464) in silence. However,
eventually the laws of human decency demand an end to the subjugation of
one man by another. Because a system of dominance and subjugation is
inherently evil, the oppressor proves his superiority by demanding a
slavish show of respect. However, everyone knows it is a ruse. "Hally
cannot command Sam's respect; and ifhe cannot win it, his only recourse
is to humiliate Sam to the point where, by default, his own pathetic
superiority supervenes" (Durbach 508). Hally plays on the double
meaning of the word "fair," putting Sam down because his skin is dark.
Sam uses the same word play to remind Hally the other sense of "fair,"
which Hally is not. Here we most clearly see the flimsy, illogical lie
apartheid is built. Fair skin is not the determinant of a just and decent
society. However, individuals like Hally's

father hide behind their fair

skin and uphold the lie. Fugard makes apartheid's inherent evil visceral to
the audience. In Sophocles to Fugard, Brian Stone and Pat Scorer suggest
the playwright's role in exposing social injustice: "Not that we need a play
to tell us that apartheid is evil; a pamphlet could do better. But to prove it
in our pulses as well as our minds we need the help of art" (2).
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2. Using violence or corporal punishment to control others does not work.
Hally refers to his brutal teacher as "Old fart-face Prentice," Willie beats
Hilda and ends up with a pillow, and Sam laughs at the judges and police
who punish slowly and sadistically. Violence always backfires, because it
engenders disrespect and rage.
3. There is a need for social reform. However, many sit around waiting
for it to happen, hoping an individual will come along and set things right.
Ifwe wait for a "man of magnitude," we may be waiting a long time.
While the men Hally and Sam discuss, Napoleon, Abraham Lincoln,
and William Wilberforce, were all significant reformers, we can not leave
the whole task to them. Anyone can walk away from the "Whites Only"
bench. Anyone can choose cooperation over coercion. It's up to Hally
and Sam and Willie; it's up to Fugard; and it's up to us. In Master Harold

and the Boys Fugard suggest that support of apartheid is "a personal
rather than a national failure of moral decency" (Durbach 509).
4. Hope for mankind comes in small acts of kindness, forgiveness and
creativity, in realizing our potential for good and behaving in honorable
ways. Fugard's experiences with black South Africans gave him this
insight:
I have had the most unbelievably inspiring encounters over
the years, with young men and women who have had every
reason to hate, to resent, to be hell-bent on destruction, and
who instead turn out to be individuals of love and tolerance
and forgiveness. ("Some Problems" 389)
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Sam gives the audience hope. As Fugard says: "Sam is a great fighter for
decency in the world ... a decent relationship between two people, a
decent relationship between people of the world" (Gray 61). Willie
recognizes this at the end of the play when he says to Sam: "You
lead, I follow" (Fugard 66).
5. Alcoholism destroys families. Fugard's troubled relationship with his
father had a direct result of his feelings of self loathing. He says about his
father: "Our relationship was as complex as Master Harold expresses it in
the play. I had a resentment at his infirmity and other weakness but, as
Master Harold says, 'I love him so"' (Vandenbroucke 192).
6. Parenting is not just biological. It doesn't take a man to father a child; it
takes a man to rear one. Hally's biological father has abrogated his
responsibility. Therefore, Hally life is "complicated by the presence of
two fathers: black and white, strong and weak, warm and distant, adopted
and natural. The one's race and the other's infirmity are physical 'liabilities'
beyond control" (192). Hally betrays both of his fathers in the climactic
scene. Sam tries to stop Hally from ridiculing his father's infirmity; in
response, Hally ridicules Sam's color. Although Sam is tempted to beat
Hally, he chooses to make this a teachable moment, as loving fathers do.
Sam gives Hally a father who models what a "man" should be.
7. The human spirit cries for hope in the most dire circumstances. Sam
dances with the possibility of winning for a change. When Hally applauds
Sam's utopian vision, Sam universalizes it "Not just me. What I'm saying
to you is that everybody's got it. That's why there is standing room only
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at the Centenary Hall in two weeks time. For as long as the music lasts we
are going to see six couples get it right, the way we want life to be" (Fugard
51). To Willie, Sam says: "Romance. [The judges] must see a man and a
~

woman who are dancing their way to a happy ending" (8).
8. Teaching is important and comes in many forms. Hally's father teaches
Hally to tell racist jokes and to subjugate others; Sam teaches Willie to
dance; Hally teaches Sam his school lessons; Sam teaches Hally how to be
a man. As Albert Wertheim so convincingly asserts in his book, Tu_

Dramatic Art of Athol Fugard;

"Indeed on several levels this is a didactic

play about teachers, teaching and lessons learned" ( 13 8). He elucidates
further: "Hally opens the doors of one kind of knowledge for Sam even as
Sam attempts to open the doors of another kind of knowledge for Hally
(as well as for Fugard's white South Africa and non-South African
audiences)" ( 141 ).
9. Pride and shame come from our own actions. Sam is proud because he
lives with purpose, commitment and a sense right and wrong. When a
person behaves this way, he infuses his life with self respect and dignity.
When he behaves otherwise, he lives a life of shame. Looking up and
looking down manifests this theme. Hally's actions cause him shame. "At
the end he is surely avoiding Sam's eyes, looking at the floor just as he did
after his father passed out in the bar" (Sutton 122). Conversely, Sam and
Willie's actions allow them to look up at life. "At the end it is Willie, not
Hally, who begins to look up and share Sam's vision" (Sutton 122).
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E. Philosophical Statements

1. Violence and brute force do not work.
a. Sam: "Beating her every time you make a mistake in the waltz?
No, Willie. That takes the pleasure out of ballroom dancing"
(Fugard 10).
b. Sam: "You hit her too much. One day she's going to leave for
good" (9).
c. Willie: "Tonight I find Hilda and say sorry. And make promise
I won't beat her no more" (66).
2. The social order needs revision.
a. Hally: "An intrepid social reformer will not be daunted by the
magnitude of the task he has undertaken" (20).
b. Hally: "I know, I know! I oskillate [sic] between hope and
despair for this world as well, Sam. But things will change, you
wait and see. One day somebody is going to get up and give
history a kick up the backside and get it going again" (18).
c. Hally: "'Napoleon regarded all people as equal before the law
and wanted them to have equal opportunities for advancement"'
(20).
3. Forgiveness, understanding, and cooperation will lead to a world
without collisions.
a. Sam: "To be one of those finalists on that dance floor is like . ..
like being in a dream about a world in which accidents don't
happen" (50).
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b. Sam: "Now you pay the price for losing your temper" (40).
4. Social contracts based on respect, cooperation, and mutual goals work.
a. Sam: "And [ballroom dancing] is beautiful because that is what
we want life to be like. But instead ... we're bumping into each
other all the time" (50).
5. It is difficult to stay positive in the face of the overwhelming evidence
of human failure.
a. Hally: "That's what all our talk about a decent world has been
... just so much bullshit" (55).
b. Hally: "Life's a fuckup and it's never going to change" (55).
c. Hally: "Just when things are going along all right, without fail
someone or something will come along and spoil everything" (38).
6. It is up to each individual to make things right.
a. Sam: "If you really want to know, that's why I made you that
kite. I wanted you to look up, be proud of something, of yourself'
(64).
b. Sam: "If you're not careful ... Master Harold ... you're going
to be sitting up there by yourself for a long time to come, and there
won't be any kite in the sky" (64).
c. Sam: "You don't have to sit up there by yourself. You know
what that bench means now, and you can leave it any time you
choose" (65).
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F. How action leads to meaning: The action of the play is Hally's struggle to
resolve his guilt over his natural love for Sam with his ambivalence toward his own
father. Hally is tom between his true affections and the expectations placed on
him by a rigid, racist world. How can Hally not be a traitor to the white world
and his father ifhe rejects conventional wisdom about the black man's place and
inferiority? Hally tries to resolve his betrayal of his white heritage by alienating
his black friends. Hally comes home from school hoping for a quiet afternoon
with "the chaps," but he ends up bossing them around, lashing out in anger and
demeaning them with a tasteless racist joke. Then he commits the ultimate crime
by demanding that Sam call him "master" and spits in Sam's face when he doesn't
get his way. The action resolves with Hally leaving without apology, Sam
choosing not to use violence to avenge the wrong, and Willie offering to cheer Sam
up by using his bus money to play the juke box. The black men resume dancing,
as they were before Hally burst in, to restore their dignity and equilibrium-dancing together without collisions. As Sam understands and Willie learns in the
course of the action of the play, binding relationships between people are not
based on legalities, societal expectations or standard practice, but on mutual love
and respect. Happiness comes from kindness, understanding, and forgiveness.
Love is a more powerful tool than force. We are all caught in the struggle to live
lives of dignity, to find our own autonomy, and to make the choices that lead to an
internal sense of worth. When we behave unfairly or outside our own values, we
jeopardize our self respect. Hally realizes that his bullying and disrespectful
behavior toward Sam jeopardizes further his fragile sense of self. He must atone.
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VI. Moods
A. Mood Adjectives

1. touch-raw
2. taste-bitter
3. smell-piss
4. hear-blues
5. see-gray
B. Mood Image: A small boy sitting on a "whites only" bench holding a string
and looking up at a kite with a dejected black man walking away.
VII. Tempos
The play begins with a relaxed bantering tempo between Sam and Willie. With
Hally's energetic entrance, the scene invigorates. When Hally gets irritated, his
tempo becomes more forceful, pounding, insistent. During the discussion of
greatness, Hally dominates, and Sam punctuates with questions, but the tempo is
high: statement, response, statement, question. During the flashback of their good
times together, the dialogue slows down with more pauses, more reflection, and a
nostalgic tone. Then, during Hally's conversation with his mother, the tempo
becomes tense and staccato. At the end, Sam dominates. He eloquently expresses
the lessons that Hally should have learned that afternoon. During three long
monologues, Sam renders Hally inarticulate. The play ends with a soft, relaxing
Sarah Vaughan lullaby which restores equilibrium.
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VIII. Tone
The tone of

Master Harold and the Boys is apologetic. The author's remorse for

an unatoned action in his youth underscores the action. The audience shares
Fugard's regret over apartheid's toll on all the participants--black and white.
IX. Past Productions:

A Theatre Review 1
Twenty one years after its premiere in 1982, Athol Fugard's Master

Harold and the Boys opened at the Royale Theatre, 242 West 45th Street, New
York City. Matthew Murray saw the revival and wrote his review on June 1,
2003. Murray praises Fugard's work as having "the power and quiet majesty ...
not diminished at all by time." The central question of whether Fugard's play, set
during South Africa's apartheid regime, can be relevant today is answered early in
Murray's review: " ... as great plays often do, this one has transcended the
political and social circumstances of its birth to still offer something vital in the
wake of the crumbling of apartheid." While praising Fugard's play, Murray
makes some critical points about the importance of character and relationships in
any Master Harold

and the Boys production (Murray 1).

Murray praises the work as "fine," commending the director, Lonny Price,
for keeping the work from dragging during heavy exposition, fostering the rapport
among the three characters, and delivering a production that speaks to the real
world long after apartheid has been abolished. Murray zeroes in on three critical
but subtle directorial choices in casting and directing Master Harold

and the Boys:

conveying the bond between Hally and Sam, the paternal role Sam plays for
Hally, and the lesson Hally has learned. Murray takes exception with the delivery
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in all three areas. Murray criticizes Price for never clearly helping Denham's
Hally answer the question of staying or walking away from apartheid's "Whites
Only" bench, calling it "Price's one critical directorial mistake." He suggests that
Glover's Sam lacks "a bit of the warm paternal quality" (Murray 2) that forms the
bond between Hally and Sam.
Murray goes on to praise the set and lighting as subtle and effective.
Overall, Murray concludes that The Roundabout Theatre Company's production
ofFugard's autobiographical play is still effective, if not as ideally conclusive as
the reviewer would like (Murray 3).
B. Theatre Review 2
Ben Brantley views The Royale Theatre's revival of Athol Fugard's

Master Harold and the Boys in June of 2003 as "uneven," generously praising
two actors, while criticizing the casting and direction of Christopher Denham's
role of Master Harold by director Lonny Price.
Brantley cannot say enough about Glover's growth as an actor and
delivery of the role of Sam. He comments that Glover "sidesteps the shadow" of
Zakes Mokae' s signature role (1). He is equally critical of newcomer
Christopher Denham's Hally. He wisely points out that the audience must
affectionately attach to Hally in the opening moments for his struggle to become
critical to the audience's identification in the final moments. Otherwise, Hally will
be just another patronizing, egocentric teenager---a little racist in the making. If
Hally is nothing but this, what would make Sam so obviously adore him, Brantley
asks. Denham and Price are both criticized for keeping the audience at a Brechtian
arm's length by making Master Harold a "frothing proto Fascist." If the audience
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cannot relate to Hally's struggle, much ofFugard's meaning is lost. Because of
these directorial errors, Brantley feels "observations on social power that should
sneak up on you now blaze like supertitles" (2). Brantley makes no comment on
production values beyond the acting and directing.
X. Author Biography
Athol Fugard is South Africa's most renowned playwright and "his country's
conscience" (Schiffman 1). While Fugard never earned a university degree, he credits three
experiences as the education which best prepared him to be a South African writer: "a
very, very important relationship, a friendship, with a black man in ... the most
formative and definitive years"; hitchhiking through the African continent; and working as
a sailor on a ship with a totally non white crew (von Staden 1485). His friendships,
experiences and memories of apartheid South Africa became the material for most of
Fugard' s body of work. "Everything I am, good and bad, as man and artist, I owe to that
country" ("Some Problems" 381). "I do honestly love my people, my country. Coming
out of that love, I try to be as honest a witness as I can to what I see around me in South
Africa (386). Being honest for Fugard meant recording the evils of and resisting apartheid.
Born in 1932, Athol Fugard grew up in Port Elizabeth, South Africa, the son of
one English and one Afrikaner parent. His mother kept the family afloat, owning the
Jubilee Boarding House, then the Park Cafe. He had few friends. Fugard's Notebooks

1960-1977 lists bits of childhood memories: "Sam Semela ... a kite ... haunting the
servants quarters ... ballroom dancing ... discussions of Plato and Socrates."
In his twenties Fugard met his wife, Sheila Meiring, a University of Cape Town
drama student who "yearned for a theatre that would reflect the complex and isolated land
in which [they] lived" (Fugard, Sheila 394). Fugard and Meiring met in 1955 and married
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a year later (395). For the first 10 years of their life, Athol and Sheila associated with
radical theatre groups, writing poetry, short stories and plays and producing works
"rooted in both the human and political injustices of South African Society" (396). In
1958 the Fugards gave up their jobs, moved to Johannesburg and made a commitment to
theatre. Sheila recalls: "The first decade of [Athol's] theatre career was one of grinding
hardship, economic deprivation, and political harassment" (198).
In 1958, Fugard began honing his acting, directing and playwrighting skills. In
1960 Fugard met Zakes Mokae, and they became lifelong collaborators. South African
theatre is traditionally communal, with the director and actors shaping the play through
improvisation. Fugard's first collaborative play with Mokae, The Blood Knot. was a
sensation as it toured South Africa. After this play, the government outlawed plays with
racially mixed casts. However, Fugard's reputation continued to grow as he produced
collaborative plays with actors John Kani and Winston Ntshona in New York and
London ("Athol Fugard" 1463). For four decades Fugard dedicated his art to fighting
apartheid by writing for, acting in, and directing an all-black theatre troupe. Many of his
plays were banned in his homeland; consequently, many premiered at the Yale Repertory
Theatre, including the 1982 production of Master Harold

and the Boys (Brians 1).

While most ofFugard's plays center on political issues, he also considers "self
exploration" an important subject ("Some Problems" 381). By Fugard's account Master

Harold and the Boys is his most personal play, based on his experiences as a South
African teenager. Athol spent his 1950's childhood in the company of his mother's two
black employees. Like Hally, Athol had a special bond with them. The elder, a kind,
wise man, was Athol's mentor and surrogate father, who stepped in to provide a model of
manhood that Athol's own father had relinquished through alcoholism and illness. Athol
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learned many lessons about life from his black friends as they tried to guide him through
his unhappy childhood. While the law, his teachers and peers, and especially his father
told him that a meaningful relationship with a black person was taboo, Fugard's
experience belied their injunctions. However, in a moment of thoughtless arrogance,
Athol Fugard made an unthinkable gesture toward his mentor, Sam Semela. On one
fateful day Fugard followed Sam down the street on his bicycle after a rare argument:
"As I rode up behind him I called his name, he turned mid-stride to look back and, as I
cycled past, I spat in his face." Fugard spent the rest of his adult life trying to understand
and atone for the shame that "overwhelmed me the second after I had done that" (Fugard,
"Notebooks, 1960-1977" 1485). Master Harold and the Boys is Fugard's apology to the
man who guided his childhood and taught him much about what it means to be a man.
The adult Fugard atoned by defying the laws of apartheid, performing plays with
blacks, walking away from the Whites Only bench that is a central image of the play and
the same choice that Sam offers Hally in the climax. While Hally's response to Sam is
evasive, Fugard's life choices leave no doubt. In this play Fugard conveys his own
"desperate hope" ("Some Problems" 383) for a "world without collisions," where every
person can live in harmony with every other person, where cooperation, respect and
dignity are the birthright of every human. In this most personal remembrance, Fugard
powerfully conveys the import of what happens on a rainy day in a Port Elizabeth tea
room to a young white boy. Then he leaves the audience with its own choice: to stay on
or to walk away from the bench.
Influences in Fugard's life include Faulkner, Camus and Beckett. Fugard said:
"Camus belongs to a very special category in terms of influence on me, shared by only
one person. And that's Samuel Beckett. They're both great men who've shaped my
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craft and sharpened my thinking" (Vandenbroucke 198). Fugard' s reading of Camus'
essay, "The Myth of Sisyphus," helped him to define his own existential philosophy.
As Russell Vandenbroucke points out in Truths the

Hand Can Touch. "Fugard's

characters search for themselves and 'go on,' neither damned nor saved but left alone to
face eternity" (198). Before Hally walks out of the restaurant, the audience knows he is
profoundly affected by the afternoon' s events, but there is nothing heroic or romantic in
his final moment. He will simply go on, as will Sam and Willie.
Fugard's importance as the voice which kept the evils of apartheid in the public's
consciousness can not be underestimated. Although Fugard had his own very strong
opinions and goals, he tempered his didacticism with a philosophical framework for his
work: "I strive quite consciously and deliberately for ambiguity of expression because it
is superior to singleness of meaning and reflects the nature of life . . . [but] my whole
temperament inclines me to be very unequivocal indeed. That is not difficult--but it
would be at the cost of truth" (Walder, 111 ). Leaving the work of discovering the
meaning of the play to the audience is a mark of great writing. By presenting the reality
of apartheid in an unvarnished way, as it affects those we come to care for--Sam, Willie,
and Hally--Fugard gives the audience a reason to care about the evil apartheid inflicts.
Critics ofFugard consider him a "lesser playwright," charging that his plays can be
"static, overwritten, simplistic, cliched, sentimental, heavy-handed, or repetitive" and
"frequently very slow in the first acts ." Others compare Fugard to Chekhov and Beckett
(Nienhuis 1), his acknowledged mentors. Audiences only need to experience Fugard's
work once to understand he justly deserves lavish praise for his work. Reviewer Jack
Kroll said of Master Harold ' s American premiere at the Yale Repertory Theatre in New
Haven: "If there is a more urgent and indispensable playwright in world theatre than
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South Africa's Athol Fugard, I don't know who it could be." Three months later at the
Lyceum Theatre on Broadway, Frank Rich echoed Kroll's words: "There may be two or
three living playwrights in world theatre who can write as well as Athol Fugard, but I'm
not sure that any of them has written a recent play that can match Master Harold"
(Vandenbroucke 204). Without a doubt, Fugard, through his words, has been a powerful
force for truth and change.

Thom 89
Leaming Goals
The cast of this production will come from two sources: University of Utah
acting students and community members who have an historical relationship with People
Productions, a black community theatre organization. Some goals may or may not apply
to both.

1. Students will study a script which is part of the History of Theatre
curriculum, a required course for all theatre majors, thereby affording them
a greater depth of understanding of their required reading.
2. Actors participating will live apartheid and understand viscerally the
importance of Master Harold and

the Boys as a reflection of this historically

significant period.
3. Students will compare and contrast the similarities and differences of
oppression and victimization around the world with our homegrown variety.
4. Students will study a South African dialect.
5. Students will be exposed to the works of South Africa's premiere playwright.
6. Students will learn the history of past productions and compare them.
7. Students will study ballroom dancing with a choreographer.
8. Students will study in depth the subtleties ofFugard's careful language,
including word choices, tone, punctuation, and verbal, situational and dramatic
irony.
9. Students will consider the thematic and philosophical issues of the text;
for example, the meaning of greatness, the impact of reformers on society, the
white South African rationale for apartheid, the power of institutional racism, the

)

destructive power of alcoholism on families, the power of hope, and the
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who had worked for Alvin Ailey and Twyla Tharp, I had no idea what an
incredible difference lighting makes to a production. I had taken my previous
lighting designer for granted. Brian is very proud of his accomplishments, but he
is a novice compared to Doug Vogel. On the other hand, I'm glad to have
somebody who loves this play enough to design a set for it and who
enthusiastically joins the team.
Tonight we rough blocked 35-46. We discussed script subtleties and the
irony implicit in many of the lines. I worked with Joe on slowing down, using the
pause, and paying attention to beat changes. In addition, we worked on vocal
texture and variety. Joe rushes his conversations with his mother, and they seem
fake.
I got a call from former People Productions' actor, whom I had called to
possibly audition for Willie. He couldn't audition, but he had a suggestion for a
videographer to film my project. Scott Douglas presented himself as a University
of Utah film student, and we planned to meet on Saturday to discuss his filming
this production.
Thursday, January 27
Tonight we blocked 43-51 and reviewed 35-51. We are ahead of the
blocking schedule. Joe is working independently on his accent, and he assures me
that he will get it. I guess my anxiety is showing. He has watched the Matthew
Broderick film many times and has worked with accent tapes. He has not even
attempted an accent during rehearsal. Joe continues to speed through his lines and
this may be his Achilles' heel--and mine. I am not sure how to break actors of
bad habits other than to keep reminding them and to practice, practice, practice.
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After rehearsal I took the cast to see the Sundance Film Festival's l2nun, a
movie set in 1950's South Africa. I thought this might help our actors to
understand more fully Sam and Willie's lives and to create the exterior world
awaiting Sam and Willie when they leave the white world of St. George's Park
Cafe and travel to their lives back in the black township. When the actors and I
discussed this, they said that the movie offered many startling insights. They
have only experienced American style institutional racism, which is mild
compared to apartheid. I watched the show for costuming ideas as well. The
costumer took many period liberties, but really captured the flair for fashion and
individuality that South African blacks might have had in the 1950's, even in the
face of crushing poverty. The hats were jaunty, and the clothes colorful and
expressive.
Friday, January 28
Karen Alexander Brown and her husband came to teach Anthony and
Brien the fox trot, the quickstep and the waltz. Karen's husband is an
accomplished ballroom dancer and worked well with our actors. Brien and
Anthony have an arduous uphill battle to master dancing with comfort and ease.
Anthony is actually a quicker study, but he does not have to perform with the
elegance required of Sam. There is more uncertainty with Karen. She seems very
concerned about the production and my competence. I am counting on the final
product to convince her that I can come through. I think my easygoing style in
rehearsal is a little unsettling for some people. I give my actors a lot of room to
experiment and grow. I listen to their suggestions and like the synergy of all
brains working for the greater good. So far we have had zero conflicts. I continue
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to admire and actively praise my actors. Anthony is such a natural and such fun
to work with.
Monday, January 31
Rehearsal went especially well. We blocked pages 51-60, the climax of the
play in which Hally spits in Sam's face, and Sam moons Hally. We had to stop
from time to time to regroup, because it was so emotionally draining. Joe
apologized to Brien after every scene, expressing the difficulty he was having with
Hally's blatant abusive racism. All of the actors commented that they wanted the
play to end just before the second phone call, while Sam, Willie and Hally were
still decent to and having fun with each other. It's hard for our actors to imagine
the kind of ingrained racism that Fugard exposes in this work. I was also
concerned that the actors might have trouble forgiving each other and that the
animosity of the characters might carry over into their personal relationships.
Fortunately, we talked about the difficulty everyone was experiencing. I related a
scene I had to perform as Martha in

Who's Afraid of Virginia Woolf?, a character I

despised. In fact, my main dislike for acting is allowing myself to get into the
head of characters I hate. I find myself too vulnerable, knowing that I can very
easily go there and hating myself for it. That's one reason I direct others. Not
everyone is as squeamish as I am. We finally decided to call it quits for the night
and to make more progress through the scene the next day. Perhaps time and
perspective will help. I handed out dialect information and encouraged the actors
to get started on their actor's homework.
Dr. Scharine has found a stage manager who will join us Thursday night.
She is a young mother, so her schedule is a little limiting, but at this point, I'll take
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an unreliable stage manager over none.
Tuesday, February 1
Tonight we finished rough blocking the play. It was another heart
wrenching rehearsal, but the cast gets along very well. Everyone is so impacted
by this play that breaks are full of laughter and praise for the playwright's
brilliant capturing of these characters and this historical moment. Our two
trickiest staging moments are the moon and the spit. Brien is very modest and
does not relish dropping his drawers as some actors might. Blocking the spit so
the audience feels the impact without Brien actually being spit upon is also tricky.
I think we are handling both pretty well. Joe has a very authentic sounding spit,
but he doesn't actually expel any saliva, thank goodness for Brien.
We adjourned early tonight, because everyone is exhausted or sick. Brien
copied the Sarah Vaughan CD. I still haven't found the music I want to use for the
show, but I know it will appear, as it always does, ifl put enough psychic energy
toward it.
Wednesday, February 2
Joseph came to rehearsal with his accent intact. Wow! What a
transformation. He still speeds through his lines, but his promise to get the accent
came true. I had been worried. We reviewed pages 6-35, and all looks good. We
are now in a new rehearsal space, a bigger room which allows us to simulate the
dimensions of the final performance space. We had to make adjustments to
our blocking, of course.
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Thursday, February 3
Melissa Caywood joined us tonight as our Stage Manager. I realize how
unprepared I am with no lighting techie, no sound techie, no set builders on board
yet.
I have questions about the set limitations in the Old Lab Theatre, since this
is a working classroom. We will have to construct and then dismantle the set after
every performance to accommodate the classes the next day. I want a relatively
realistic box set, but I'm not sure what the University will tolerate or what we will
have time to construct. The Old Lab is used every day until 4:30, so that leaves
little time to accomplish our set goals.
My insecurities continue to weigh me down, and I feel at such a
disadvantage to know no one in this town. In Jackson I had assembled a loyal
group of teachers and community members to staff the plays. Without them, I am
lost. However, I am lucky to have Richard, who keeps sending me student
volunteers.
My computer died today. I can't live without it. I realize that most of the
work that I do is by the seat of my pants and at the last minute. Time pressure
has always been my main motivator, and I work most creatively in a time crunch,
mostly because I have a deep and abiding inability to be decisive and authoritative.
One thing I've learned about directing shows is there is always a savior or two out
there who will come to my aid when I need him/her. I do have faith in my last
minute ability to pull it all together, because I've done it so often.
On weekends I browse the junk shops looking for props and set ideas. I
love this part of directing: little period details that add so much to the show. I
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obsess over the show, and it becomes my existence for the three months or so of
rehearsal and production. I wonder if all directors do this, or if some can separate
their lives from their productions.
Friday, February 4
Karen reviewed the choreography. Anthony and Brien are making slow
but steady progress. They are still looking at their feet and are very tentative in
their movements. I didn't realize ballroom would be so difficult. When I took it, it
felt easy and natural.
Monday, February 7
Brien is out of town for 13 days as expected. I met with Joseph.
Together we wrote the inaudible end of the phone conversation, Hally's mother's
words. Then we rehearsed both sides of the conversation. Joe seemed to soften
and become more vulnerable and believable as we went along. We discussed
Hally's motivation, as well as Joe's method of memorizing. He is very sharp and
has an amazing ability to retrieve lines. He also has many questions and strives
toward perfection. I told him to rely on the script more, because everything is
there. Fugard left nothing out. We canceled further rehearsals until Brien returns.
I have plenty of production concerns to keep me busy.
Thursday, February 10
I met with Anthony and discussed his character's life and motivation. I
also shared my knowledge of prejudice from a sociological study I had read in
college titled The Nature of Prejudice. We talked about various responses to
victimization, some intro punitive and some extro punitive. I hoped this would
help Anthony to get a grasp on Willie's cowed reactions to Hally. We also
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discussed the 1950's and the prevailing world view of whites as intellectually and
morally superior guardians over blacks. Anthony related his own experience with
prejudice and his adolescent response of self defeating behaviors. It was good to
get to know Anthony on this personal level. Of all three actors, he is the most
present and the most natural. He supports the scene and the other actors every
moment on stage, and he is fascinating to watch. Every rehearsal he grows into his
role. I fear that Anthony may steal the show, because he has a magnetism on
stage which engages and endears the audience. I hope Joe and Brien can rise to
match Anthony's natural presence and charisma on stage, so the play is true to the
script and not overridden by the actors' range of skills.
Saturday, February 12
I ran around to all the thrift, antique and collectible shops in Salt Lake
City. Since I can not charge admission, I will be providing all the money to
produce this show. I can't count on People Productions, because they have no
money, and I don't want my thesis project to drain their personal finances. I
found the comic book, Submariner, which is specifically referenced in the script,
for seven dollars at a vintage book store.
Sunday, February 13
I put together rehearsal props for the show.
Monday, February 14
Brien is back from his business trip. Melissa began as Stage Manager.
Anthony did not show up again, and we couldn't reach him by phone. Rehearsal
went well with Brien and Joseph, pages 6-27. They were off book as planned,
initially a little halting, but better as the night progressed. Melissa is well trained
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and organized. She had the space set up when we got there. She managed to get
us into the Old Lab Theatre early. She is a very exacting and by the book stage
manager. I am hoping she will mellow out a little, because I like rehearsals to be
enjoyable and mutually supportive, rather than shaming sessions. I think she will
conform.
Tuesday, February 15
Anthony, Brien and Joe are now off book on pages 6-27. The first
rehearsal was rough but improved as we reviewed. They are calling for fewer and
fewer lines. Joe has his lines almost entirely memorized. We reblocked in the Lab
Theatre. The movement now seems more natural, since we are not so cramped.
Wednesday, February 16
We ran the scenes off book and the rehearsal was dynamic. Joseph was
hot. His instincts are great. He has added so much vocal and physical variety.
The actors are beginning to listen to each other and to click. There is a great deal
of genuine warmth between the actors, which comes through to their characters. I
had told the cast earlier in the rehearsal process that establishing the lifelong,
loving relationship between Hally and the boys was critical to drawing the
audience in. They are getting it. We also reiterated that our rehearsals are
more fun than we have experienced in past productions.
Thursday, February 17
We rehearsed 27-52 and reviewed 41-52. The actors needed lots of
prompting. I adjusted the blocking for audience friendliness. We discussed
characters' motivations, super objectives, and scene objectives as well as the
meaning and significance of each scene. We reviewed the concept statement.
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Friday, February 18
Karen and her husband came in for another dance rehearsal. Brien has
obviously been practicing at home; thus, his dancing technique is coming along.
Saturday, February 19
I spent the weekend searching for props. When I find something I think
will fit the period, I buy it. Often I get stuck with things that don't work, but
shopping is part of the fun of play production!
Monday, February 21
We rehearsed pages 52-66, our hardest scenes. We went over this section
off book for the first time. We had to get security to let us into the Performing
Arts Building as this is a school holiday.
Tuesday, February 22
I invited People Production founders, Richard Scharine, Edward Lewis,
and Karen Alexander Brown, to our rehearsal. The actors and I got feedback from
them after the rehearsal that was helpful to everyone. Some suggestions were
good, and others I chose to not implement, because they contradicted conscious
choices I had made. Because the actors were nervous in front of this small
audience, their performances were a bit stilted. Richard was concerned about the
rhythm of the play, and Ed advised me to have Sam face the audience during the
spit scene. Overall, Richard and Ed were both positive and encouraging. Karen's
husband loved the play and fully suspends disbelief, in spite of our rough edges.

My friend's high school age daughter, whom I had asked to run sound,
called to say she couldn't help with the show, because the performance dates
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conflicted with her family's' planned vacation. It's back to the old drawing board
on that one. I am hoping Melissa can run both lights and sound.
Wednesday, February 23
We had a great rehearsal and I got word earlier that Brian Thur's girlfriend
will help me design and construct the set. Brian and Joree will come to rehearsal
on Saturday to discuss lighting and set design. Melissa and I took sizes and
discussed costumes. Lots of set ideas are coming now. We added setting up
tables in the restaurant to the blocking and continued working on stage business.
Also, we worked on finishing each beat before moving to the next beat.
There are still some lines that get lost in all the words. I'm working with the
actors to help them realize the significance of the theatrical moment. Also, we
worked on Hally's listening to Sam instead of just moving from line to line. I
changed some blocking. The actors are so flexible and easy to work with. There is
lovely bonding among the cast and crew. I love these guys.
Thursday, February 24
We had another great rehearsal which included lots of polishing. Each
night the actors give their characters more depth. I try to encourage them to add
these details, even though sometimes I have to reign them in a little, especially
when they make choices that are overly showy. Melissa has picked up a few
costume pieces. Brien and Joe have picked up the bad and disconcerting habit of
mimicking each other's gestures. Brien tends to get stuck in repetitive motion.
Friday, February 25
Karen reviewed the choreography. Melissa's husband took still publicity
photos with the actors in makeshift costumes. I built the cigarette display,

Thom 108
because it is the one prop I can't seem to find anywhere.
Saturday, February 26
We had a very productive afternoon rehearsal. Afterwards, we hit the
thrift shops for costumes. I spent my morning collecting props. My printer
died---just one more thing to worry about. I had a production meeting with Brian
and Joree. We discussed set and lighting concerns and ideas.
Saturday evening Brien Jones created a publicity poster using the photos Richard
Caywood had taken that week. Brien emailed the poster to me and sent the
poster to Kinko's. My son, who is supposed to design the art work for the
poster, is incommunicado right now. Because Richard needed the poster to deliver
to Sunday service at the Calvary Baptist Church, the mainstay of our Salt Lake
audience, Brien volunteered to fashion a substitute poster It's great to work with
adults who know when jobs need to be done.
Sunday, February 27
I spent Sunday picking up publicity posters and delivering them to
Calvary Baptist Church. Then I spent another afternoon purchasing props to give
the restaurant a realistic 1950's decor. I searched the Internet for a pro apartheid
speech that will establish my concept of the interior/exterior world of easy
personal relationships between the races and the rigid, repressive relationships
enforced by apartheid. I was very unsuccessful. Evidently, South Africa does not
relish its apartheid past and has successfully purged the record of their apartheid
years. Nobody has copies of the National Party speeches or historical documents
justifying the advent of apartheid policies. All the web site inquiries I made took
me to German Aryan web sites, which were unsettling. In the evening I contacted
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all of the news sources to announce the play and to invite reviewers to our
production. I also created the candy display prop.
Monday, February 28
Today I went to Barnes and Noble to find South African music. I had
some suggestions from my carpool buddies, namely Ladysmith Black Mambazo,
a South African male a cappella singing group. I listened to all of their CD's and
found what I thought was a perfect sound to imply the world outside St. George's
Park Cafe, as well as powerful post show lyrics which included: "I'm proud to
have many friends, black and white, national, international, Indians and colored.
I'm proud. I'm proud, proud to be South African, South African like you. I am
happy. I am happy, happy to be black, black like you. That's why they say:
'Black is beautiful.' That's why they say: 'Black is beautiful."' (''Black is
Beautiful," Ladysmith Black Mambazo) I felt this song would pull all ofus
together, the actors, the crew, and the audience members and would have the
potential to leave everyone feeling hopeful for another day and reinforce that all
hope for racial equanimity lies in the hands of individuals. We can all make right
choices in our own lives. I am thrilled to have found this music. Now I need to
find the counterpoint of primary source speeches from apartheid founders to lay
the historical groundwork for Hally's ignorant treatment of Sam and Willie. I have
called the public library for help. The librarian has reported little luck finding the
information either. However, he has a lead that I will follow up on.
Tuesday, March 1
I got to rehearsal late because I had Parent Teacher Conferences at my
school. The cast was rehearsing with Melissa. The actors said they energized
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when I arrived. I was disappointed with their run through, but I started notes by
asking them how they felt about their performance. We had an excellent
discussion, and I think this is a very effective way to initiate notes.
I then drove downtown to Kinko's to pick up Chris's publicity poster. It
is very cool. His first rendition used bright colors which did not convey the drama
or the conflict of apartheid in the play. When I mentioned this, he changed the
colors to blues and grays and a distorted sun which better conveys the mood of
the story. I like the perspective he used with Sam walking out of the picture
while Hally sits on the Whites Only bench, blithely unaware that racism
underscores everything in his world. It's so hard to objectively evaluate my own
children's work. I think I actually tend to be more critical of them, because I have
the burden of not hurting their feelings. I am silenced by maternal care taking, and
the result is more angst for me. Vocalizing differences of opinion is always more
effective in the long run, but I agonize over how to constructively criticize. I am
not very good at expressing myself diplomatically.
Wednesday, March 2
My car pool buddy helped me deliver the flats that I borrowed from my
school. My actors are having to do a lot of the schlepping of materials up one and
one half flights of stairs. Everyone on the production is now doing multiple
technical tasks. I am working myself physically as hard as anyone. I'm a little old
for this, but it does keep me in shape, if my back will just hold out.
We had a fantastic complete run through. The actors are doing less acting
and more feeling. I jotted lots of notes on minor adjustments that need to be made
in motivated movement, as well as pacing, rhythm, word emphasis, and finishing
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each beat before moving to the next. We will add food props tomorrow.
The last half of the show Brien is very real and in the moment. He drops
his showmanship and begins to feel Sam's life and conflicts. I still have some
concern about the actors "mugging." Brien and Joseph seems very uncomfortable
with their arms. Some of their gestures seem mechanical. Also, they are thinking
too consciously about what to do with their arms, so they begin a motion and then
artificially abort it. Only Anthony seems free to let his arms hang.
It is so cool to see this amazing script become even more amazing in the
hands of these committed actors. Tonight we made it through the whole script
with only a couple of line requests. Joe still needs to work on memorizing his
telephone conversations, and Brien needs to work on his monologues.
Melissa is a completely competent stage manager. She's fun to work with,
pleasant and professional. I'm still worried about sound, the programs, the set,
and , of course, the biggie--MONEY. Because this space is not supposed to be
used for productions, we can ask for donations only. Therefore, I will pay for
everything out of my own pocket. The costs are dramatically going up, so I have
to watch my expenditures--difficult for an old spendthrift like me.
We are all a team. Everyone pitches in to help on everything. It's a very,
very close camaraderie. I don't feel like I'm the boss, and yet everyone listens to
me very respectfully. I love this project. I want to work with young adults.
Thursday, March 3
I got a phone call at work from Brian Thur asking if we can reblock the
entire show to face the other direction. The lighting teacher in the Lab Theatre
does not want us to re-hang the lights to accommodate the audience on the west
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side of the room. At first I panicked. This was not going to be a simple matter,
since our entrance door would still be in the same place, but Hally would now
enter through the audience down right instead of up right. I called Richard
Scharine, thinking he would understand the enormity of this kind of change one
week before we opened. He said, "Yes, you will have to re block the show." Since
he's the head of the department, I knew this was the final word. When I went to
rehearsals that night, heavy hearted, I introduced the task we had ahead of us. Of
course, at first everyone grumbled, but then we did what they had to do. Instead
of my pretending I had already considered all of the blocking adjustments that
would have to be made, I fessed up and told the cast we would have to
collectively reblock the show. We did so by doing a line speed through,
reblocking as we went. I moved the telephone across the room by the coat rack so
we would have more diagonal movement and pin down the down right comer.
Some of my best original blocking was sacrificed, and the entire movement plan
flattened out, but we did what we could with the time we had. We also had to
integrate several crucial props which Melissa had picked up from the prop
mistress, but she forgot the stools and the cash register. We were all exhausted at
the end of the very late night. All in all, everyone was willing to stay as long as it
took to finish the job. We had fun, laughed a lot, and the changes actually
refreshed us. It was an amazing experience in synergistic thinking.
Even though I wasn't completely happy with the changes, I decided to go
with the blocking we had improvised that night. I thought it better to make no
further changes that would confuse the actors and make their performances more
hesitant. I'm glad I work in the public school setting, where every day I've had to
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move my rehearsal to accommodate other teachers' programs and their requests for
the performance space.
Friday, March 4
I started the day in high gear, taking care of all the things I'd been ignoring
in my personal life--my dog, my hair, my bills. Then I stopped at Smokey's
Tobacco to pick up empty cigarette cartons for our display. I went to the
University, met with Joe to get measurements to add fake tops on the cafe tables.
Joe had suggested we do this, because the round table tops were too small for
Hally's homework. We decided to expand the tables by adding the square top,
which Joe offered to construct. I called the University's prop mistress and she
had delivered the stools and the cash register. I got a call from Gail Timothy, the
jukebox guy. To my relief, he is willing to lend us a jukebox.
Our rehearsal focused on reviewing blocking changes. We got about two
thirds of the way through it and decided to quit on time. We were all exhausted
from the night before. I gave notes. The scene in which Hally and Sam discuss
greatness needs energy, clear motivation, and more interpersonal engagement. It's
too long and heady to maintain audience attention if they don't energize the scene.
I also want to help Joe learn to listen, listen, listen to Sam when they
discuss. Joe is so bright and had his lines memorized so long ago that he goes on
automatic pilot. In spite ofthis, he's incredible. I am also working with Brien on
dignifying Sam. Brien tends to play his characters like a wide eyed Rastus. He
also tends to match Hally's adolescent impertinence. Anthony, on the other hand,
is a natural: always in the moment, always adding the perfect nuanced response,
always listening and reacting. I am in awe of this 18 year old actor.
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This was the first night the actors had all of the props available to them.
They were so busy working on integrating business that business became the
focus. I yelled at Anthony mid scene to stop sweeping. He had swept the exact
same square foot of floor about 20 times. We laughed about finding the balance
between dramatic action and business action.
Saturday, March 5
I began the day by getting my computer printer fixed, so I can print the
programs. It took forever. Then I had my neighbor help me move the table into
my car to take to the theatre. Brien Jones and I picked up the juke box and
delivered it to PAB. I had ordered some I950's product props over the Internet
from Coca Cola and allposters.com.
I met Brian Thur and Joree at PAB. Joree had researched linoleum floors
from the period and showed me pictures. The three ofus left the rehearsal in
Melissa's competent hands to supervise a review of the new blocking and sticky
scenes they had trouble remembering. After, the actors scraped up old paint to
prepare the floor for the new faux linoleum paint. Joree, Brian and I went to
Home Depot and spent a fortune on paint and supplies. We went back, got the
first coat on the floor, two coats on the flats and one coat on the back table. I
stayed after everyone left to add a second coat to the floor. We needed to have
the floor completely painted and dried for the lighting class to use this space the
next day. I was worried we wouldn't get the other many coats of splatter paint
down in time for opening. This was the first day we had in the Lab to actually
construct the set. We decided to move the entire performance upstage a bit so we
could expand the number of audience chairs, because we think we will get a bigger
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audience than our new blocking will allow. Also, Joree and Brian suggested we
change the plexiglas window of the Park Cafe to a painted window with the
exterior scene painted behind it. I am concerned about our time constraints--four
days and counting until opening night. I'm taking personal leave from work on
Tuesday, Wednesday and Thursday to construct the set.
I have the pre show music and concept now--it came to me yesterday. As
usual the muse visits only when I have pressure, pressure, pressure. The concept
is coming together at last, with all the concomitant parts--light, sound, set, acting.
I feel good, because the interior/exterior worlds concept will now be integrated into
all aspects of the production. I decided against a slide show of apartheid images,
as I had originally considered. Not only is finding footage difficult, but, more
importantly, making the connection between the two worlds needed to be more
subtle and ironic. I did not want to begin the show with the focus on the obvious
evils of apartheid. Fugard's statement of apartheid's impact is much more
personal, the wedge that keeps Hally from fully accepting Sam and Willie as
friends. The show will begin with Ladysmith Black Mambazo's male African
voices singing in sophisticated harmony while a vocal overlay of Prime Ministers
Verwoerd and Malan, two main proponents of apartheid, speak of black
inferiority as the pretext for justifying their white supremacist policy. They
couch their racist philosophies in innocuous sounding rhetoric to a cheering
audience of believers. These two sounds intermingling accomplishes what I
wanted: an exterior world in which millions of black Africans live in
institutionalized poverty and despair, disenfranchised in their native land; and an
interior world where people are people and Hally can easily fraternize with his
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black brothers.
In the NPR audio tape I ordered the audience hears Prime Minister D. F.
Malan say: "The color question is rapidly increasing in seriousness and urgency.
I consider apartheid--that's the separation policy--to be South Africa's last chance
to remain a white man's country." Next, they hear Prime Minister Verwoerd say:
"My friends, this Republic is part of the white man's domain in the world. Our
policy is one which is called by the Afrikaans word, apartheid. It could much
better be described as a policy of good neighborliness"

(Mandela. An Audio

Histru:y). Our audience, which is clearly familiar with apartheid's historical
and human failures, will recognize the irony of these words.
Sunday, March 6
Brian and Joree finished the linoleum floor spatter painting. Joe
constructed the table tops. Actors ran their lines outside on the grass with
Melissa presiding. Joree and cleaned years of filth and grim from the juke box. I
picked up the lumber for the set, including the cheaply built but expensive
wainscoting. I picked up a picnic lunch for the cast and crew from Wild Oats.
Everyone was very appreciative. Supplying food has been a daily ritual of mine.
It's such a great way to bond and to repay the actors and crew for all of their hard
work and volunteer time. Everyone says they've eaten more on this show than
any other. It's an added cost, but worth it to me.
Monday, March 7
I taught school today, gathered props and went to rehearsal. Tonight was
technical rehearsal. There were many botched lines, sound and light cue miscues,
starts and stops. Brian Thur has not yet corrected the dark spots on the stage,
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particularly in the down stage center and right positions. He's not sure he has
enough instruments to fill in the dark spots. He's so busy with other shows that I
feel like he's ready to break down. He said he'd try to fix this problem tomorrow.
Tuesday, March 8
I took another personal leave from school. I did more material supplies
shopping at Home Depot, went to get replacement glass for the juke box, and
gathered props. I picked up the shimmer curtain and the gaffers tape at a theatre
supply shop. No one showed up at the theatre until after work. Brian hung the
lights in the afternoon.
Brien Jones called to say he heard our PSA on the local NPR affiliate. It
was also advertised in the Salt Lake Tribune and Deseret News. Both reviewers
called to get publicity photos, which Brien sent them, but neither paper carried
through.
My videographer came to the play to watch the action, so when he
videotapes it tomorrow night he will be able to follow the action. This is our first
dress rehearsal.
The Lab Theatre is stifling hot as the swamp cooler is not working. I am
still not sure if we will have enough seating if everyone comes who has verbally
committed, and then we'll have those who just see the PSA in the newspaper.
I spoke with Christopher about e-mailing me the program cover. He is not
answering his phone. I know he is extremely busy because of his job, but I'm
feeling pretty let down by his procrastination.
I am making more decisions about the set. The trickiest part is what to do
with the window---do we create an entire wall and place the window in it or have
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it free floating and just suggest the window? I don't have enough flats to do an
entire box set, so I'm thinking the back wall will have to remain black curtains, and
the window will have to be free standing. We have to build the entire set in two
days, and both Joree and I are novice builders.
Wednesday, March 8
This was the biggest day yet. I schlepped materials up and down the
steps many times. I went to Deseret Industries to get another belt and shirt for
Hally. I also returned the glass that didn't fit in the jukebox. Brian, Joree and I
went to Pioneer Memorial Theatre to get risers so we can expand the audience
area. The three of us schlepped the risers up one and one half floors and almost
killed ourselves doing it. The theatre students did not offer to help and sat
obstructing our passage up the stairs. It was very disheartening to see young
people watch as three 50 year olds struggled to get risers up a stair and no one,
not one person, offered to help or even moved out of our way. That is a scene I
will not forget for a long time.
After exhausting ourselves, the three of us constructed and painted the
entire set. For Joree and me it was trial and error. We tried attaching the
wainscoting with staples, but this proved impossible, either because the stapler
was inadequate to the task or we were. Joree had brought her tools, but every
time we ran into a jam, Brian would take over on the drill and do the job in half the
time it would have taken us. I had misgivings using my lighting guy for set design,
but he was accommodating, and I didn't have time to be overly scrupulous. When
Joree and I finally figured out how to use the drill correctly on the wainscoting,
the work went much quicker. I am still concerned, because I am doing a lot of
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bending and heavy work. I can't afford to be down in bed with muscle spasms at
this time.
Melissa called, then came in early to fix the green fake leather on the cafe
tables. She did a really nice job. Jack Rizzotti, a theatre student who had
auditioned for the part of Hally, came up and asked how he could help. This was
a godsend. He attached some flats and helped hang the shelves. Joe showed up
late but was very helpful. When Brian came, he helped me hang the pictures and
do the stage dressing.
Karen came to polish the dancing. She gave us some feedback, which I
greatly appreciated. She said the lighting shift between the whole room scenes and
the shift to Hally's phone conversations with his mom were too dramatic and lent
an air of theatricality that I had specifically said I did not want. I have been so
worried about Brian Thur's crazy schedule that I have been afraid to burden him
with changes. However, she is absolutely right. We also still have a dark spot
down center that Brian needs to fix. He will bring another light tomorrow.
Our second dress rehearsal was fantastic. The actors corrected all of the
notes Melissa and I had given the night before. They have now balanced the
problem of their scene objectives and the stage business. Sometimes, however, the
stage business seems a little fake. There are still problems with costumes: lapels
folded down, Hally's mis-buttoning his coat.
When the videographer showed up, I explained that I needed one
continuous film of the show and that he could get the close-ups the following
night. I asked him to film from the center of the audience. He balked, but did what
I asked. Because he was stationed right in front of the lighting booth, Jack and
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Melissa were able to see the scenes as he videotaped them They both said that
Scott didn't even follow the action with his camera and that I had better get
another videotape to be sure I would have a usable videotape for my thesis
committee.
I brought the program in for editing, and the cast passed it around. The
cast helped move all of the classroom stuff to another classroom to get it out of
our way. I stayed after rehearsal to paint the risers and floor black. There are still
some paint touch ups, stage dressing and the biggie--the window. Joe said he'd be
there at 3:00 the next day to get it done. Joree worked on cleaning the juke box
during the run through.
I worked with Brien to get him to be more mature and fatherly toward
Hally, to clarify his objectives and to work on his rhythm. Anthony and Joseph
were both fantastic.
I found many of the University professors are voicing their strong
objections to my doing this play in the Old Lab Theatre. I have always had issues
with being perceived as an interloper, and here I am in the middle of university
politics. I spoke with Richard Scharine, and he said he hadn't heard a thing, and he
didn't care if they were having issues. He had already retired once and they had
asked him to take this interim chair position, so let them complain. This made me
feel a little better but not much.
Thursday, March 10
Opening Night. Are we ready? There is so much left to do. I worked on
editing the program and got it printed at Kinko's. Chris never did come through
with the graphic to match the poster, so I went with an undesigned program cover
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and tried to compensate with colored heavier weight paper.
We got the window up and painted, and the mylar does not work at all.
We painted St. George's Park Cafe in black, but overlooked the fact that it
wouldn't show up against the black curtain. I painted odds and ends. Someone's
shoes are leaving black marks on the linoleum stage floor, and I've tried several
ineffective cleansers to remove the marks. I also picked up a new ruler, because
Hally broke the last one on Anthony's behind in the swatting scene. I forgot the
pea soup and had to get some from the store. So many details to remember and
accomplish in the day. I haven't figured out how to keep the ice cream from
melting under the counter.
I am still pondering the donation box--whether it's worth it, or if it sends a
pathetic message. In addition, I had to prepare the audience waiting area with a
poster and actors' biographies. Joe has not submitted his biography yet, so that
display is incomplete. A fellow teacher is coming to hand out programs.
We got a standing ovation, which was great for the actors. Things went
well, although Brien is still dropping a lot of lines. The opening scene was slow-they had to cover for lost lines. The audience was a good size--folks from my
work, relatives of the cast members. I videotaped the show just in case the
videographer failed to get any usable footage. He is the only problem person
working on this show.
Friday, March 11
This is zero hour. I had to teach today, because I've run out of personal
days. I went to Kinko's to print new programs with the poster design on the
cover. Chris sent a gray tone version which would be less expensive to print than
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colored programs, but the file was damaged and wouldn't open. I was hoping to
have a better program on the night that Scott Robinson came, but no such luck.
Chris's phone is dead again, so I have no way to reach him.
When I got to the theatre, I painted the bolts black that held the window
down. I also had to repaint St. George's Park Cafe in white so the audience could
see it. I tried to move the mylar farther away from the window to see if that
would create the correct illusion. It helped but not much. I wasted a lot of time
and did not get the paint buckets moved in time to open the house. Although we
were still not completely ready, we had just run out of time. I asked Melissa to
clean out the comer of paint cans and tools, but I guess she ran out of time, also.
There were only 12 people at this performance, and the audience was
pretty unresponsive. Scott took notes. I was worried about how slow the
opening scene was again--missed lines and some hastily improvised saves. I
noticed as the show opened that Anthony and Brien throw shadows on the back
wall during the blackout. I will have to correct that for the next night.
After the show Scott and I went to dinner. He didn't seem very impressed
with the show, and I was honestly pretty disheartened by the comments. Some
constructive comments included that we should have had a top line on the set. I
had actually planned to do this, thought of it a million times, but I just ran out of
time. Also, after spending $2000 of my own money, I was unwilling to add
anything else to the bill. He also mentioned that the set was a bit too newly
painted and too brightly colored for this rundown South African teahouse. After
he pointed this out, I had to agree. He said he couldn't make out the South African
Prime Minister's words, because they were drowned out by the background
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music, so the concept I felt was lost. I guess the biggest disappointment was
Scott's criticisms of Joe Silverzweig's accent and acting. I had a couple of white
South Africans in the audience at another performance who were genuinely
surprised to discover Joe wasn't from South Africa. I think the biggest problem
was my own. I felt very protective of the cast and proud of all the work they had
done, the progress they had made. While I know it is Scott's job to critique the
show, I felt like I needed more positives. In fact, the next day when my cast
asked me what Scott had said, I was very vague and told them nice things so they
wouldn't be disappointed. They worked so hard for me, especially Brien Jones.
He had told me that the most important thing for him was making me proud of my
thesis production. I loved working with these guys, and I felt a maternal
protectiveness of them, silly as that may sound. It certainly makes me aware
when I am critical of other's work that I pay attention to what they accomplished
as well as what they didn't accomplish. I have a very bad habit of watching shows
with such a critical eye that I lose some of the enjoyment of suspended disbelief
and theatrical magic.
Saturday, March 12
The pressure is off now that Scott Robinson has seen the show, and further
performances seem a bit anti-climactic. I bought two new rulers in case Joe broke
any more on Anthony's butt. When I got to the theatre, we had been burglarized.
Jack actually saw the guy leaving the building and found the set in disarray, so he
called the police. The burglar had stolen Anthony's costume, had slit open Joe's
briefcase, even though it wasn't locked, and had ground chocolate cake in the floor.
Anthony quickly ran home to get some of his own clothes, because we didn't have
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time to re-costume. Because of the burglary, we postponed opening the house for
several minutes. We did clean out the corner so the paint cans, etc., were behind
the set. Also, we worked on lowering the music volume so the South African
Prime Minister's words would be clearer for the audience. Anthony's family
came, as well as Todd, my stepson and his fiance. Dr. Scharine also came, and he
loved the production. We had almost a full house, and we got another standing
ovation. So far we have made less than $100 in donations.
Tuesday, March 15
Scott Douglas called to say he had NO usable video footage and that he
would have to re-film everything. He blamed me for making him film from center
audience. We ran the pickup rehearsal in costume so Scott could re-videotape the
show. However, Melissa's husband took still pictures of the scenes, which took a
good deal of time. Then we ran the show straight through so we would have a
complete video copy. Afterward Scott took close-ups of select scenes, even going
so far as to re-block scenes to get a better shot. I explained that the graduate
committee just wanted a clear idea of the show's blocking and audible dialogue, not
a work of art. He was completely uncooperative. My instincts told me to fire
him, but I wanted to be able to give the actors a decent copy of the show.
Because he filmed from the audience left corner, he only got half of Hally's body
on videotape during his telephone conversations with his mom. Everyone who
worked on this show was a dream to work with, cooperative, helpful, committed.
This experience with the videographer was a nightmare. I honestly thought he
might maliciously refuse to give me the videotape after he was done. I was glad
Jack had suggested that I videotape the play myself just in case. I had a backup
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plan, thank goodness, thanks to a superb crew that were looking out for me.
Thursday, March 17
Once again the play went smoothly. The audience was smaJI but
appreciative and we have had several people come again. I am concerned about
not getting everyone in on Friday and Saturday. I added a Saturday matinee so
my older neighbor and the students in the Actor Training Program could attend.
Of course, the students did not show up until the last minute of Saturday
evening's performance, and by then we were sold out. I was very disappointed
that Joe and Anthony's peers could not see them perform, but every seat was
filled and there was no room in the booth.
Friday, March 18
I decided to expand the audience seating by putting chairs on either side of
the exit doors. Friday night I had several friends and colleagues show up for the
show. There were a few people who came as a result of the advertising, but not
many. I believe all those PSA's, posters and other advertising had very little
impact on bringing in an audience. In fact, my personal friends, relatives and
colleagues made up the majority of the audience each night. Fortunately, Ed
Lewis, founder of People Productions, came on this night. He was very pleased
with the production and has asked me to help direct another People Productions
play this coming fall. I am so grateful to People Productions for letting me be a
part of their organization. African American literature is an inspiration to me, and
I feel so honored to be able to produce literature that is this real and important.
Salt Lake City is not exactly ethnically diverse, but there are more African
Americans coming into this white dominated state, and it is important, I believe,
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to keep the issues ofracial injustice in the public's consciousness.
Saturday, March 19
This matinee was a real bust. We performed for a handful of people.
Matinees are always risky, and this was on a beautiful sunny, spring day. Most
people probably did not want to spend their afternoon in a dark theatre. After the
show, I took the cast and crew out to lunch. We had a great time together and all
talked about how much fun and food this show had been. I believe in feeding
actors who are working for free. It is great for bonding.
Saturday, March 19
This was our biggest audience. Unfortunately, the Lab Theatre is an oven
with all those bodies, the lights and no air conditioning. I was very sad to have to
tum away the acting students from the show. When I mentioned this to Jack, he
said he wasn't, because all of the students had plenty of opportunities to attend,
but as usual left coming until moments before curtain on closing night, and by then
the theatre was full. The students were angry, and I was very apologetic.
After the show, friends and family stayed around to disassemble the set.
We took everything down and filled several cars with items. We would have to
finish strike the next day. I think this is the hardest part--returning everything to
the people you have borrowed from. It is also a very important part if you want
to maintain your reputation for being worthy of future borrowings.
Sunday, March 20
My friend, Craig, Brien Jones and I all showed up to finish strike. Richard
Scharine also showed to help us. Neither Anthony nor Joe showed. Craig and Brien took
the flats back to my school, while Richard and I repainted the floor. We had to return the
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room to its basic black box decor. In addition, Craig and Brien tried to return the juke box
in a pouring rain. That was a disaster, and we definitely burned a few bridges with the
guy who lent us the jukebox, try as we could to avert disaster by buying tarp to protect
the juke box.
Disassembling the set and watching the illusion you've built for over a year come
down in a few hours is always disheartening. I have become a little less sentimental about
it over the years, but I still face the post show doldrums. Mostly I will miss the cast and
crew, whom I came to love and respect. There are so few times in life when you feel that
kind of espirit de corps. Even if the circumstances are contrived, there is something very
powerfully bonding about working so intently on a project with perfect strangers. It's
why I keep coming back to theatre. It may have been a factor in the dissolution of my
marriage. For those brief weeks, I feel a part of something larger, more important almost
than my own life. My family has been back shelved many times while I am in production
land.
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Thesis Project/Production Performance Evaluation
Linda Moon Thorn
Evaluated by Scott Robinson, Committee Chair
University of Utah, Black Box Theatre
April 2005, 7:00 p.m.

Pre-show was a pleasant setting--warm, interesting and inviting. It is a very small
intimate space-very nicely suited to the piece. As I sat taking in the mood of the setting
I noticed several paint cans and construction debris just off to one side. Unfortunately it
distracted from the event as a whole. The set was not a complete box-set as some blacks
were employed to mask the back wall leaving the window to mark the limits of the set. I
wonder if that convention could have been used more fully throughout the design. And
could have created a more interesting top-line in the over all scene elements.

The pre-show and musical introduction to the piece has problems the records were of
poor quality and were laid behind other music which made the hearing of the spoken
items difficult. The initial background sound of the rain was overly loud to begin but
came down eventually.

Vocally the actors filled the space. Overall the dialect work was convincing.

The lighting design used a lot of amber colors. This mixed with the yellow walls of the
set made what appeared to be very 'sunny' for a rainy day. Although there was not room
for a flat outside the window some indication of the difference between inside safety and
warmth and the outside cruelty and storm might have been used. Along with color there
was some problem with lighting at the phone, down right, as well as some dark spots.
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Blocking for Halley seems contrived and uneasy for the actor. After some discussion
with the director, I find the staging had been redone on moving into the space, from the
rehearsal space, and the actor was indeed uneasy with the new staging. Other blocking
problems included actor unable to find their light as demonstrated in the 'kite story'.

The comers of the set were pinned well with scenic elements. Down left however was
very rarely used within the blocking. The block needed to include more diagonals. Often
actors would 'line up' parallel to the audience. This impacts the stage pictures being
created. Some discussion of the Hodge model of number of space required for acting
areas and then using them might be a good topic of discussion at the oral evaluation.

The work from the actors was good. However, I missed seeing any 'idea' come to Halley
over the essay. The reaction came out of the blue with out motivation. This seemed to
happen through out the production at various levels.

Great detail was given to props and they worked well. This is a huge food show and it
was handled very nicely. The actors we comfortable with it all and work very naturally
with it.

This was a nicely done show, with some very moving moments captured in the directing.
A successful completion of this part of the thesis project
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Self Evaluation
The play

Master Harold and the Boys was all I expected from it and more.

First,

I chose a script that I loved and was devoted to. I knew from the first time I read this
play that I would produce it some day . With a play as well constructed as this, any
mistakes I could make would not destroy the beauty ofFugard's words or the power of
his story. One of my biggest motivations in producing plays is presenting great literature
to the audience. As an English teacher who wandered into theatre, I am committed to
plays of substance and depth. I want the theatre to be a place of enlightenment, not just
of entertainment. On a deep personal level, I feel this is both my calling and my gift.
What better way to teach an historical lesson than to allow an audience to live this
moment in time through their identification with the characters. From the audience's
comments right after the performances, and from ongoing comments from colleagues,
neighbors and friends, I feel this production accomplished my primary goal: to make
them think and to touch their souls
As I look back on the project, I realize many things I could have/should have done.
All of my own weaknesses become clearer and magnified in the microcosm of production.
For one thing, I don't plan as well as I should. Many of my production deadlines came
and went. I rely too heavily on things working out and people abracadabra materializing,
while I should more aggressively pursue a production team from the start. The set design,
for example, changed many times.
I like to give those I work with the benefit of the doubt. When I have a
professional team whose judgment I trust, this is a pretty good policy. However, an
inexperienced team needs more guidance. I did not always provide as much guidance as I
should have. I am great at accepting offers if someone volunteers, but I often end up

Thom 131
doing too many of the nitty gritty details myself rather than asking for help. I also have
more compassion for the cast and crew than is practical or sometimes effective. After I've
given an actor the same note five times, I generally leave them alone about it. Obviously,
they either can't or don't choose to change, so I back off. I put a very high price on
enjoying the process, so I try to be very respectful of the cast and crew. I am honest
with them, but I sometimes make a choice to not dwell on the same old thing. I, for
example, wanted better lighting on the set, but I also felt guilty about Brian Thur's
relentless schedule. In the future, I probably will not ask my own children to participate
in my projects, both of whom had too many other obligations and were only volunteering
to help me out. While they have the talent, this situation is too fraught with dual
relationship perils. Now I know better.
My other big inadequacy is my tendency to need time pressure to get my
creative juices flowing. I am not a visual person, so I can't imagine what is until I see it.
Then I know what works and what doesn't, but it makes me rely too heavily on trial and
error. I don't know if this is correctible. Often I am stumped by decision making, and
then something clicks, and there is my answer. I do admire people who can visualize and
thus anticipate, but I am handicapped in this way. I am also not artistic in the least. My
strength is dealing with people, really feeling and understanding the script and the
characters and conveying these insights to my actors. I always choose plays I love, and
often they have some intimate connection to my own life experience, so they are
psychological journeys for me. I commit myself to discovering the author's truth and
conveying it as faithfully as I can. The thesis pre production work really helped in this
discovery process.
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'T'liere wiff be no intermission. P{ease turn off aff ceff
yliones and do not use f(ash cameras during tfie yerformance.

'A.tfio{ 'FUtJard is Soutli 'Africa's nwst renownedy(aywritjlit and
considered his country's "conscience." Wfii{e 'Fugara never earnea
a university aearee, fie creaits three exyeriences as the eaucation
wliicfi bestyrryared liim to 6e a Soutli 'African writer. "a very,
very imyortant refatfonsliiy, a jrleru{sfiiy, with a 6fack man";
hitcliliikil"tJ tlirougli tlie 'African ccmtinent; and workiritJ as a
sailor on a sliiy witli a tota((y non white crew. 'lfis jrlendsli.iys,
exyeriences and memories of ayarthefa Soutli 'Africa became tfie
materia{for most ef 'Fugari:fs work. ·~verythiritJ '1 am, good" and
6aa, as man and artist, '1 owe to tliat cauntry. '1 do honestly (ave
my yeoyfe, my country. ComiritJ out of that fove, '1 try to 6e as
honest a witness as '1 can to what '1 see arouna me." 'Beirio honest
for 'Fugard meant recoraititJ tfie evifs of and resisti"t3 ayartlieia..

"irt&S'l'n ff'Jl1W,C!D" • • • anim, fuys is 'FUtJari:fs most
yersona(y(ay, based on his exyeriences as a Soutli 'African
teeMf}er. 'Fugara ~ent liis 195o's cfiildliootf in tlie comyany of
liis mother's two 6facf emy(qyees. Like '}{a((y, 'A.tho( had a ~ecia(
bond with tliem. 'T'lie eUer, Sam Seme{a, became 'A.tliofs mentor
and surroaate father. '}{owever, in a moment of tfioutjlitfess
arroaance, 'Jltlio{ 'Fugard made an untliinka6(e aesture toward
Sam. 'Fugard ~ent liis aduft (tje tryi11(J to understand and atone
for tlie shame tliat "overwhefmeJ me tfie secona after '1 hadaone
that." '~ ' R 'H'Jl'RDL!D" I I I anitfie 6ays is 'Fuoari:fs
ayo(oay to the man wlio guided Ii.is cliildliooJ and taught him
much about wliat it means to 6e a man.
1

'Banned in South 'Africa, "'Mas:t'$&2{i:zt:&Qffi'' ae6utea at
tlie Yale 'Re_pertory 'T'lieatre and was yroauced on 'Broadway in
1982.

